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ABSTRACT
The purpose  o-f t h i s  s tu dy  was to develop a competency-  based 
approach  to  t e a c h in g  a c o l l e g e - l e v e l  horn te c h n iq u e s  c ou rs e  in a  
homogeneous s e t t i n g .  Five  s t u d e n t s  were tau ght  horn t e c hn iq u es  us ing  
the  Col leoe  Horn Tech niqu es  t e x t  w r i t t e n  -for the  c o u r s e .  S tu de nts  
de m on s t r a te d  the  achievement  o-f competency l e v e l s  in th r e e  c a t e g o r i e s :  
c o g n i t i v e ,  psychomotor ,  and p e d a g o g ic a l . Competenc ies were de f in ed  
and e x p la in e d  in the  t e x t .
Data were  s c o r e s  o-f -four co g n i t i v e  module q u i z z e s ,  one co g n i t iv e  
■final exam, a psychomotor per formance  exam, and two o b se r v a t i o n  
forms— Performance E va lu a t io n  Form and Pedagogica l E v a lu a t io n  Form. 
A d d i t i o n a l l y ,  an e v a l u a t i o n  of  the  Colleoe  Horn T ec hn iqu es  t e x t  was 
comple ted  by each s t u d e n t .
Re s u l t s  i n d i c a t e d  t h a t  the  t e x t  w r i t t e n  f o r  the  c our se  was an 
e f f e c t i v e  method f o r  t e a c h i n g  horn tec hn iq ue s  to  in s t r um e nt a l  music 
e d u c a t io n  m a jo r s .  Moreover , r e s u l t s  showed t h a t  the  competency  based 
approach  was an e f f e c t i v e  method of  tea ch in g  horn te c h n iq u e s .
S t u d e n t s  were ab l e  to  change t h e i r  t e ac h in g  s k i l l s  e f f i c i e n t l y  by 
o b se r v i n g  t he ms el ve s  v i a  v ide ot ap e  and by ta k i ng  d a ta  through 
sy s t e m a t i c  o b s e r v a t i o n .  Data a l s o  in d ic a te d  t h a t  in t e r m e d ia t e  horn 
p u p i l s  were ab le  to  c o r r e c t  rhy thmic  e r r o r s  more e a s i l y  than e r r o r s  in 
pi t c h .
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CHAPTER I
V i r t u a l l y  ev ery  c o l l e g e  and u n i v e r s i t y  o-f-fering a b a c h e l o r ' s  
degree  w i th  a major  an d /o r  emphas is  in in s t r um en ta l  music edu ca t io n  
pr ov id e s  secondary  or minor in s t r u m en ta l  t e ch n iq ue s  c o u r s e s .  These 
minor  i n s t r um en ta l  c o u rs e s  may be des ig n ed  to  do two t h in g s :  (1) to
g ive  the p r o s p e c t i v e  ins t ru m e n ta l  t e a c h e r  the  a c tu a l  "hands on" 
e xp er ie nc e  ne c c e ss a ry  to a qu a in t  him or her  w i th  the  - fundamental s o-f 
p l a y in g  the  in s t ru m e n t ,  and  (2)  t o  p r e pa re  the  p r o sp e c t i v e  
ins t ru me nta l  t e a c h e r  to  be ab le  to  te ach  the  ins t ru men t  to  s t u d e n t s  a t  
the  be gin nin g  and in te r m e d i a te  l e v e l s .  Even though p r o s p e c t i v e  
ins t ru me nta l  t e a c h e r s  a re  be in g  ta u g ht  seco nda ry  in s t r u me n ts  c o u r se s ,  
many o-f them are  e n t e r i n g  the  - f ie ld  o-f p u b l i c  school  ins t r ume nta l  
music  wi th  inadequate  background t r a i n i n g  in the  te c h n i c a l  p roblems 
involved  in te a c hi ng  most  band i n s t r u m e n ts .  In some c a s e s ,  t h i s  
inadequacy may be the r e s u l t  o-f n e g l e c t  on the  p a r t  of  the s tu d e n t .  
Many u n d e rg r a d u a te s ,  de e pl y  committed to  t h e i r  major in s t ru m e n t ,  t end  
to shy  away -from involvement wi th  o th e r  in s t ru m e n ts ,  no t r e a l i z i n g  
th a t  once they  a re  in the  - f ie ld  a s  pro - fess io na l  t e a c h e r s ,  a p la y in g  
• fa m i l i a r i t y  wi th  a l l  the i n s t r u m e n ts  may be o-f c r i t i c a l  importance  
(Kinyon,  1982) . In o th e r  c a s e s ,  t h i s  inadequacy  may be caused by 
e i t h e r  poor  des ign  o-f the  methods  c l a s s ,  insu- f- f ic ien t methods  books,  
poor t r a i n i n g  by the  t e a c h e r ,  l ack  o-f su-f - ficien t t ime  sp en t  on each 
in s t r u m e n t ,  or a combina t ion  o-f the  above.  Ch a r l e s  Ho-f-fer (1977) 
e xpr es se d  concern  t h a t  some b r a s s  methods  c l a s s e s  a re  de s ig ne d  so  tha t  
too much emphas is  i s  p la ce d  on le a r n i n g  t o  p l a y  the i n s t r u m e n t ,  which
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2
l e av e s  the  s tu d e n t s  d e f i c i e n t  in t e a c h in g  knowledge . He added t h a t  in 
o th er  c a s e s ,  th es e  c l a s s e s  co n ta in  l i t t l e  p l a y i n g  o-f mus i c ,  and “ the  
l e a r n i n g  t h a t  r e s u l t s  i s  l a r g e l y  a 'head- '  knowledge based  on l i m i t e d  
p r a c t i c a l  un d e r s t a n d in g ."
Whi le Ho-f-fer p l ac ed  the  blame -for poor  t r a i n i n g  in minor  
in s t r um e nt s  on the method i t s e l - f ,  o t h e r s  -feel t h a t  the  inadequacy  o-f 
t e ac he r  t r a i n i n g  i s  a r e s u l t  o-f the  lack  o-f s u f f i c i e n t  t ime  spe nt  on 
each ins t ru men t  (Moore,  1963) . There  i s  not  enough time in the 
s t u d e n t ' s  p r e p a r a t i o n  program f o r  h i m /h er  to  a ch iev e  e f f i c i e n c y  of 
performance  on a l l  the  in s t ru m e n ts  of  the  band.
Another  view of the  inadequacy of  p r e p a r a t i o n  in minor  
in s t r um e nt s  was ex pr e ss e d  by Norman Hunt ( 1 974 ) .  Hunt vo ice d  concern 
th a t  many b r a s s  t e c h ni qu e s  c l a s s e s  a r e  tau g ht  e n t i r e l y  on the  mas te ry  
of s k i l l s  wi th  no p r o v i s i o n s  made f o r  the  mus ica l  deve lopment  of the  
s t u d e n t .  He added th a t  th e se  c l a s s e s  shou ld  emphas ize  the per formance  
of "wor thwhile l i t e r a t u r e , "  and he m a in t a in e d  t h a t  b r a s s  ins t rument  
i n s t r u c t i o n  in the  c o l l e g e  cu r r ic u lu m  f o r  in s t r um e nt a l  music tea c h er  
ed uc a t io n  sh ou ld  ho ld  a s t a t u s  equa l to  th a t  o f  i n s t r u c t i o n  in any 
o t h e r  per formance  medium. Thus,  the  c o l l e g e  b r a s s  methods  tea c h e r  i s  
fa c e d  w i th  the  problem of how to  te ac h  b r a s s  sec on da ry  in s t rument  
c o u r se s  and what  shou ld  be inc l ude d  in the  c o n te n t  of  the se  c o u rs e s .
Al though th e r e  a r e  se ve r a l  s o u rc e s  a v a i l a b l e  which a dd re ss  the 
te a c h i n g  of a c o l l e g e  le ve l  French horn  te c h n iq u e s  c l a s s  in a 
he te ro ge ne ou s  s e t t i n g ,  th e r e  i s  no method book a v a i l a b l e  which 
a pproa ch es  the  i n s t r u c t i o n  of  a c o l l e g e  lev e l  horn l  t e ch n iq ue s  c l a s s  
in a homogeneous s e t t i n g .
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Lawrence  D. H u n t l e y  ( 19 7 5 )  e x p r e s s e d  a  gr o w in g  c o n c e rn  ov e r  a 
l a c k  o f  a v a i l a b l e  m a t e r i a l s  and  i n f o r m a t i o n  s p e c i f i c a l l y  u s e d  f o r  a 
b r a s s  t e c h n i q u e s  c o u r s e .  He c o n c l u d e d  in h i s  s t u d y  t h a t  a n e e d  e x i s t s  
f o r  a c o m p r e h e n s i v e  me tho d  book f o r  t h e  t e a c h i n g  and  l e a r n i n g  of  b r a s s  
t e c h n i q u e s  c o m p e t e n c i e s .  M o r e o v e r ,  H u n t l e y ' s  s u r v e y  r e v e a l e d  t h a t  
49 . 6’/. o f  th e  s c h o o l s  in th e  s t u d y  u s e d  a  b r a s s  c l a s s  f o r m a t  t h a t  was 
h e t e r o g e n e o u s ,  33.67! o f f e r e d  c l a s s e s  t h a t  we re  ho mo geneous ,  and 16.87! 
of  t h e  m e th o d s  c l a s s e s  i n c l u d e d  b o t h  “hom og eneo us  and h e t e r o g e n e o u s  
c l a s s  g r o u p i n g s . "  Wh i le  H u n t l e y ' s  d a t a  do  n o t  s p e c i f y  th e  d i f f e r e n t  
i n s t r u m e n t s  w hic h  c o m p r i s e  h i s  c a t a g o r i e s ,  i t  may be as sumed t h a t  
ho mogeneous  means  one  s p e c i f i c  b r a s s  i n s t r u m e n t  and  h e t e r o g e n e o u s  
me ans  a l l  b r a s s  i n s t r u m e n t s .  H u n t l e y  c o n f i r m s  t h i s  a s s u m p t i o n  in a 
l e t t e r  t o  Ja me s  R o b e r t s o n  ( R o b e r t s o n ,  1 9 8 3 ) .  H u n t l e y ' s  s t u d y  a l s o  
r e v e a l e d  t h a t  o v e r  f o r t y  p e r c e n t  o f  t h e  s c h o o l s  s u r v e y e d  d i d  n o t  use  a 
c o l l e g e - l e v e l  b r a s s  c l a s s  met ho d  boo k ,  and  t h a t  l e s s  th a n  f i f t y  
p e r c e n t  o f  t h o s e  r e s p o n d e n t s  who d i d  us e  a c o l l e g e - l e v e l  me th od  book 
we re  c o m p l e t e l y  s a t i s f i e d  w i t h  th e  m e th od  b o o k .  Even more s i g n i f i c a n t  
was  t h e  f a c t  t h a t  none  o f  t h e  e x i s t i n g  b r a s s  c l a s s  meth od  bo ok s  
c o m p l e t e l y  s a t i s f i e d  th e  n e e d s  o f  b r a s s  t e c h n i q u e s  t e a c h e r s  and  n e a r l y  
a l l  o f  them i n d i c a t e d  th e  i m p o r ta n c e  and  u s e  o f  s u p p l e m e n t a l  
m a t e r  i a l s .
iThe  I n t e r n a t i o n a l  Horn S o c i e t y  recommends  t h a t  ho rn  be 
r e c o g n i z e d  a s  t h e  c o r r e c t  name in th e  E n g l i s h  la n g u ag e  f o r  th e  
i n s t r u m e n t  w hi ch  i s  commonly c a l l e d  t h e  F r e n c h  h o r n .  (From th e  
M i n u t e s  o f  th e  f i r s t  g e n e r a l  m e e t i n g  of  t h e  I n t e r n a t i o n a l  Horn 
S o c i e t y ,  Ju ne  15 ,  1971 ,  T a l l a h a s s e e ,  F l o r i d a . )
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The -fact t h a t  many i n s t i t u t i o n s  o f f e r  b r a s s  te c h ni qu e s  c o u rs e s  in 
a homogeneous s e t t i n g ,  to g e th e r  wi th  the lack  o-f a t e x t  fo r  t e a c h in g  a 
horn te c hn iq u e s  c o ur s e ,  i n d ic a te  t h a t  a need  e x i s t s  fo r  a method book 
which would:  (1) p r ovide  in fo rm at i on  to  teach  a horn te c hn iq u e s  c l a s s  
in a homogeneous s e t t i n g ,  (2) se rv e  as  a supplement to  a t e x t  des ign ed  
to  te ac h  the  horn  in a he te ro ge n e o us  s e t t i n g ,  and (3) p rovide  a source  
of in fo rm at ion  which would b e n e f i t  horn  s t u d e n t s ,  horn te a c h e r s ,  and 
p r o s p e c t i v e  and pr e s e n t  i ns t r um en ta l  music c on du c to r s .  Fur th er mor e ,  
t h i s  method would have to  c o n ta in  the  c o g n i t i v e  in format ion  needed to 
p ro vi d e  te a c h e r s  wi th  the  fu nd am en ta l s  of t e a c h i ng  the  horn ,  t o g e th e r  
wi th  s t i m u l a t i n g  mus ica l examples  t h a t  add to  the  ov e r a l l  mus ical  
development of  the  s t u d e n t .  A d d i t i o n a l l y ,  the  des ign  of the  method 
book sh ould  be such t h a t  i t  can be used  f or  c l a s s e s  which do not 
p r ovi de  a s u f f i c i e n t  amount of t ime  on each in s t r um e nt .  The purpose  
of  t h i s  s t udy  was to develop  such a method book.
I t  was de te rmined  t h a t  because  p la y in g  and te a c h in g  ins t r um en ta l  
mus ic  i s  per formance  o r i e n t e d ,  a method used  to  te ach  ins t ru me nta l  
t e c h n iq u e s  shou ld  a l s o  be performance  o r i e n t e d .  Thus an e f f o r t  was 
made to  in co r p o r a te  a program which would t r a i n  p r o s p e c t i v e  te a c h e r s  
to  meet  per formance  c r i t e r i a  f o r  c la ss ro om  te a c h in g .
A competency-based ,  o r p e r f or ma n ce -b as ed  (bo th  te rms  a re  used  
in t e r c h a n g e a b ly ) ,  t e a c h e r  e du c a t io n  program,  in i t s  s im p le s t  se n se ,  i s  
a t e a c h e r  ed u ca t io n  program in which the  co mpetenc ies  to  be a c qu i r e d  
and demo ns t ra te d  by the s t u d e n t  and the  c r i t e r i a  to  be a p p l i e d  in 
a s s e s s i n g  the  competenc ies  of the  s t u d e n t  a r e  made e x p l i c i t  and the 
s t u d e n t  i s  he ld  ac co u nt ab le  f o r  me et ing  those  c r i t e r i a  (Arends ,  Mas la,
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and Weber, 1973) . Moreover , a competency-based  edu ca t ion  program 
t r a i n s  p r o sp e c t i v e  t e a c h e r s  to  be a b l e  to  meet c e r t a i n  per formance  
o b j e c t i v e s  or in tended  outcomes . There  i s  an emphasis on the  “a b i l i t y  
to  do" r a t h e r  than the  more t r a d i t i o n a l  emphas is on the  “a b i l i t y  to 
demon s t r a te  knowledge ."  Houston and Howsam <1972) g ive the  f o l lo w in g  
c h a r a c t e r i s t i c s  of competency-based  i n s t r u c t i o n :  <1> th e re  a re
p r e c i s e  l e a r n i n g  o b j e c t i v e s  which a re  d e f in e d  in be haviora l  and 
a s s e s s a b le  te rms ,  <2> a c c o u n t a b i l i t y — the  l e a r n e r  knows a l l  
e x p e c t a t i o n s  r e q u i r e d  of h im/h er  and i s  he ld  ac countab le  fo r  meet ing  
the  e s t a b l i s h e d  c r i t e r i a ,  (3)  p e r s o n a l i z a t i o n — each s tu d e n t  has  some 
choic e  in the  s e l e c t i o n  of o b j e c t i v e s  and l e a r n in g  a c t i v i t i e s ,  (4) 
c r i t e r i o n - r e f e r e n c e d  r a t h e r  than  no r m - r e f e r e n c e d — the s t u d e n t ' s  
ach ievement i s  compared wi th  s t a t e d  o b j e c t i v e s  and s p e c i f i e d  c r i t e r i a  
and i s  not  r e le v a n t  to  the  ach ievement  of o t h e r  s t u d e n t s ,  and <5) 
emphas is  i s  p la ce d  on the  l e a r n e r  and l e a r n i n g  p ro ce ss  r a t h e r  than 
t e a ch er  and te ac hi ng  p ro c e s s .  Another  c h a r a c t e r i s t i c  of the 
competency-based program i s  the  f a c t  t h a t  the  competenc ies  which a re  
to  be a c q u i r e d  by the  s t u d e n t  and the  c r i t e r i a  to  be ap p l i e d  in 
a s s e s s i n g  th es e  competenc ies  a re  made p u b l i c  be forehand  (Arends ,  
Maslam, and Weber,  1973) .  The s t u d e n t s  a re  made f u l l y  aware of what 
i s  expec ted  of  them and how those  e x p e c t a t i o n s  a re  r e l a t e d  to  t h e i r  
r o l e  as  t e a c h e r s .
The f i r s t  s te p  involved  in b u i l d i n g  a competency-based  method i s  
to  de f in e  and s p e c i f y  s p e c i f i c  performance  o b j e c t i v e s ,  or performance  
g o a ls .  Presumably ,  the se  g o a ls  a re  r e l a t e d  to  s t u d e n t  l e a r n in g  and 
can be a s se ss e d  by the  fo l l o w in g  c r i t e r i a  o f competence!  knowledge
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c r i t e r i a  t h a t  a s s e s s  the  c o g n i t iv e  u n d e r s t a n d in g s  of  the  te ac he r  
ed uc a t io n  s tu d e n t ,  (2)  per formance  c r i t e r i a  t h a t  a s s e s s  s p e c i f i c
pro duc t  c r i t e r i a  t h a t  a s s e s s  the  t e a c h e r ' s  
a b i l i t y  to  examine and a s s e s s  the  achievement  of h i s / h e r  p u p i l s  
<Schmieder,  1973).  Houston <1972) s u b s t i t u t e s  the  produ ct  c r i t e r i a  
forco n se q ue n c e -b a se d  o b j e c t i v e s .  Consequence-based  o b j e c t i v e s  may be 
a s s e s s e d  by examining  ach ie ve me nts  of  p u p i l s  t au gh t  by the  p r o s p e c t i v e  
t e a c h e r .
Once the se  per formance o b j e c t i v e s  a re  s p e c i f i e d  and d e f in e d ,  they 
a re  grouped in to  v a r i o u s  i n s t r u c t i o n a l  modules .  Each i n s t r u c t i o n a l  
module or d e l i v e r y  sys tem,  i s  a s e t  o f l e a r n i n g  a c t i v i t i e s  in te nd ed  to 
f a c i l i t a t e  the s t u d e n t ' s  ach ievement  and  d e mo ns t r a t i on  of an o b j e c t i v e  
or  s e t  of o b j e c t i v e s .  I t  i s  impo r ta n t  t h a t  the  o b j e c t i v e s  of each 
module c o n t r i b u t e  to  the  c om pe te nc ie s  of  t e a c h e r s  in the f i e l d  
<Arends,  Maslam, and Weber,  1973) .  In s p e c i f y i n g  the  competency to  be 
a c q u i r e d  and demo ns t ra ted  in each module , the  fo l l o w in g  q u e s t i o n s  
should  be a d dr e ss e d ;  <1) i f  i t  i s  knowledge  which i s  s p e c i f i e d ,  
e x a c t l y  what knowledge i s  i t  t h a t  the  s t u d e n t  i s  to  have ma s t e re d ,  <2) 
if  i t  i s  an a t t i t u d e  which i s  s p e c i f i e d ,  e x a c t l y  what a f f e c t i v e  
be ha vi or  i s  i t  t h a t  the  s t u d e n t  i s  to  have  d i s p la y e d ,  (3)  i f  i t  i s  a  
t e a c h i n g  beha vior  which i s  s p e c i f i e d ,  e x a c t l y  what  t e a c hi ng  be ha vio r  
i s  i t  t h a t  the s tu d e n t  i s  to  have d e m o ns t r a te d ,  and <4) i f  i t  i s  
t e a c h i n g  e f f e c t i v e n e s s  which i s  s p e c i f i e d ,  e x a c t l y  what  pupi l  change  
i s  i t  t h a t  the s tu d e n t  i s  ex pe c te d  to  b r in g  about and under what 
c i r c um s t a n c e s  i s  th a t  to  be acc om pl i she d  (Arends ,  Maslam,  and Weber,  
1973)?
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Competency-based t e a c h e r  t r a i n i n g  has  a l s o  been a p p l i e d  to  music 
e d u c a t i o n .  S p e c i f i c  a r e a s  of  i n t e r e s t  have in c luded  cond uc t in g  
(Madsen and Yarbrough,  1985) ,  music  t h e r ap y  (A l l e y ,  1980) , mus ic  
ed u c a t i o n  (R o se n th a l ,  1985) ,  and c l as s r oo m s k i l l s  and mu s ic ia n sh ip  
(Moore,  1963) .  The use of v id eo ta p e  equipment  has  been h e a v i l y  r e l i e d  
upon and has  been proven  e f f e c t i v e  as  a means of a s s e s s in g  s t u d e n t  
c om peten c ies  in mus ic  ( H o l t ,  1974) .
An e a r l y  s t ud y  a p p l i e d  the  te c h n iq u e s  of  o b s e r v a t i o n ,  
measurement ,  and e v a l u a t i o n  to  te a c h in g  co nd u c t in g  (Yarbrough,  1975).  
In t h i s  s t u d y ,  a be ha vi or a l  o b s e r v a t io n  form was deve loped  to  measure  
f re q ue nc y  of e x t r a - m u s i c a l  co nd uc tor  r e s p o n s e s  such as  eye c o n t a c t ,  
f a c i a l  e x p r e s s i o n s ,  body movement , and speech c h a r a c t e r i s t i c s .
S tu d e n ts  were v id e ot a p e d  and r e q u i r e d  to  ob s e r v e ,  measure ,  and 
e v a lu a t e  t h e i r  per formance  a s  c o n d u c to r s .  Data  showed t h a t  the  
b e h a vi o r a l  ob s e r v a t i o n  form was a v i a b l e  too l  f o r  a s s e s s in g  s tu d en t  
c om pe ten c i es .  T h i s  s tud y  was r e p l i c a t e d  by P r ic e  (1985) wi th  the  same 
r e s u l t s .  Subsequent  s t u d i e s  i n d i c a t e d  the  impor tance of s e l f -  
asse ssm en t  as  an a d d i t i o n a l  means of t e a c h in g  e x t r a - m us ic a l  and 
mus ica l  and musica l  r e h e a r s a l  b e h a v i o rs  to  s tu d e n t  co nd u c to rs  a t  the 
u n i v e r s i t y  le ve l  (Yarbrough 1976,  March;  Yarbrough,  1980) .
In a no th e r  s tud y  (Yarbrough,  Wapnick,  and K e l ly ,  1979) , 
sy s te m a t i c  s e l f  o b se r v a t i o n  feedb ac k  was compared to  i n s t r u c t o r  
feedback  on the  a c q u i s i t i o n  of  b a s ic  co nd u c t in g  s k i l l s  by beg innin g  
c o n d uc t o rs .  Here d a t a  seemed to  s up p or t  s e l f - a s s e s s m e n t  as  a v i a b le  
a l t e r n a t i v e  to  an i n s t r u c t o r ' s  fee d b a c k .  Data f rom a s tud y  done wi th  
mus ic  th er ap y  major s  (A l l e y ,  1980) a l s o  co nf i rmed the assumpt ion  t h a t
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s e l f -  asses sme nt  i s  a v i a b le  a l t e r n a t i v e  to  an i n s t r u c t o r ' s  -feedback. 
I t  was no te d ,  however,  in t h i s  s t udy  t h a t  s t u d e n t s  d id  seem to 
v e r b a l i z e  enjoyment  o-f t e a c h er  i n t e r a c t i o n .
In ye t  ano the r  s tu d y ,  d a t a  -from c ond uc t in g  s t u d e n t s '  s e l f -  
asse ssm en t  of  t h e i r  con duc t in g  te ch niq ue  were compared wi th  da ta  
g e ne r a te d  front a co nt e n t  a n a l y s i s  of s e l f - e v a l u a t i o n  c r i t i q u e s  
(Yarbrough,  1987) . Although no s i g n i f i c a n t  c o r r e l a t i o n  was shown 
be tween s t u d e n t  s e l f -  as sessme nt  and s e l f - e v a l u a t i o n  c r i t i q u e s ,  
r e s u l t s  d id  seem to  show a s i g n i f i c a n t ,  p o s i t i v e ,  and high c o r r e l a t i o n  
be tween s t u d e n t  s e l f - a s s e s s m e n t  and p o s t t e s t  con d u ct i ng  s c o r e s .  That 
i s ,  s t u d e n t s  who sco re d  a h igh f r e qu e n c y  of  c o r r e c t  co nduct ing  
re sp o n s e s  on the p o s t t e s t  were  l i k e l y  to  have g iven  themselves  more 
c o r r e c t  marks in s e l f - o b s e r v a t i o n  of t h e i r  co nd u c t in g .  These r e s u l t s  
a re  meaningfu l  in t h a t  they  sup por t  the  no t io n  t h a t  s t u d e n t s  can 
e f f e c t i v e l y  change t h e i r  c on duc t in g  by s t u d y in g  o p e ra t i o n a l  
d e f i n i t i o n s ,  p a r t i c i p a t i n g  in p r a c t i c a l  c o nd uc t in g  e x p e r ie n c e s ,  
o b se rv in g  the mselves  v i a  v i de o ta p e ,  t a k in g  d a ta  th rough sy s te ma t ic  
o b s e r v a t i o n ,  and w r i t i n g  s e l f - e v a l u a t i v e  c r i t i q u e s .
Thus,  the  purpose  of  the  p r e s e n t  s tu dy  was to  deve lop  a  
competency-based  approach t o  t e a c h in g  a c o l l e g e  leve l  horn t ec hni que s  
c l a s s .  T h is  approach would p a r a l l e l  t h a t  of the competency-based  
i n s t r u c t i o n  f o r  con du ct i ng  s t u d e n t s  by showing  t h a t  s tu d e n t s  can 
e f f i c i e n t l y  le a r n  c o g n i t i v e ,  psychomotor ,  and pe dagogica l  t e ch n iq ue s  
needed  to  teach  the  horn by s tu d y in g  o p e r a t i o n a l  d e f i n i t i o n s ,  
p a r t i c i p a t i n g  in psychomotor  e x p e r ie n c e s ,  p a r t i c i p a t i n g  in p r a c t i c a l
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t e a c h in g  e x p e r i e n c e s ,  o b s e r v i ng  the ms el ve s  v i a  v i d e o ta p e ,  and tak in g  
d a t a  th rough sy s te m a t ic  o b s e r v a t i o n .
Before any o p e r a t i o n a l  o b j e c t i v e s  were de f in e d  and s p e c i f i e d ,  a 
re v ie w of the l i t e r a t u r e  p e r t a i n i n g  to  te a c h in g  the  horn and horn 
te c h n i q u e s  was und e r ta ke n .  At p r e s e n t ,  t h e r e  i s  no method book which 
te a c h e s  horn  tec hn iq u e s  to  c o l l e g e  in s t r um en ta l  music ed uc a t io n  m ajors  
in a homogeneous s e t t i n g .  T h e r e fo r e  a rev iew of the  method books 
de s ig ne d  to  teach  horn t e c h n iq u e s  in a he te ro ge ne o us  s e t t i n g  i s  
n e c c e s s a r y  to  de te rmine  how the  horn  i s  p r e s e n t l y  be ing  t a u g ht  in 
th e se  c l a s s e s .
Huntley <1975) l i s t s  the  f o l l o w in g  books a s  be in g  a v a i l a b l e  fo r  
use  in a he te ro ge ne ou s  b r a s s  c l a s s :
Learn in o  to  Teach Through Pl a y in g  (M ue l le r )
Guide to  Teaching  Br as s  (Hunt )
P la y i no  and Teaching  B ra ss  In s t r u m e n t s  (Winslow and Green)
Brass  Ensemble Method (Hunt)
The Br ass  In s t r u m e n t s  (Win ter )
Learn ing  to  Teach Through P la y in o  ( M ue l le r ,  1968) was found by 
Hun t ly  to  be the  most w id e ly  used  of the  method books  a v a i l a b l e .  I t  
c o n t a i n s  many good p la y in g  e x e r c i s e s  and p i c t u r e s  de mo ns t ra t in g  the 
pr op e r  fo rm at io n  of the  embouchure and p l a y in g  p o s i t i o n s .  In 
a d d i t i o n ,  i t  g iv es  good d e s c r i p t i o n s  of the  rud i me nts  of b r a s s  p la y i ng  
and c o n t a i n s  a good l i s t  o f books and r e c o r d i n g s  f o r  f u r t h e r
exam ina t i on  by the  i n t e r e s t e d  s t u d e n t .  Although the  method i s
de s ig ne d  f o r  use in a h e te ro g e n e o u s  s e t t i n g ,  i t  does  not  f u l l y  
accomendate the  needs  of  a b r a s s  c l a s s  in such a s e t t i n g .  The use  of
t h i s  method in a mixed b r a s s  c l a s s  would r e q u i r e  a d d i t io n a l  m a t e r i a l s
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p e r t a i n i n g  to  the  s e l e c t i o n  o-f s t u d e n t s ,  p r oper  c ar e  and maintenance  
pr oc ed u re s ,  makes and models o-f h o rn s ,  tun in g  the  ho rn ,  t r a n s p o s i t i o n ,  
and mut ing and s to pp in g  the horn.
Guide to  Teachino  Brass  (Hunt ,  1968) and i t s  companion,  Brass  
Ensemble Method (Hunt ,  1974) a r e  s i m i l a r  to  the  Mue l le r  t e x t .  They 
too  co nt a in  many good pho tog ra ph s  and e x e r c i s e s .  Moreover , the  Guide 
i s  a -full s i z e d  t e x t  t h a t  o f f e r s  more c o g n i t iv e  in f or ma t io n  t h a t  is 
om i t t e d  because  of space l i m i t a t i o n s  in each  of the  o t he r  t e x t s  
d i s c u s s e d .  Thus,  the Guide s e r v e s  a dual  purpose  as  a 
t e x t  f o r  the  co urse  and as  an e x c e l l e n t  sour ce  book f o r  the  
ins t r um en ta l  co n duc to r .
The Winslow and Green t e x t  (1961)  c o n t a i n s  a l a r g e  number of 
e x c e l l e n t  mus ical  examples but  l a c k s  in fo rm at ion  p e r t a i n i n g  to  the 
v a r io u s  a s p e c t s  o f horn te a c h i n g  such a s  t r a n s p o s i t i o n ,  l i t e r a t u r e ,  
mut ing ,  s topp ed  horn ,  s t a r t i n g  b e g i n n e r s ,  and ty pe s  and models  of 
hor ns  and mouth piec es .  Moreover ,  the  photograph  d e m on s t r a t in g  the 
pro per  r i g h t  hand p o s i t i o n  in the  b e l l  i s  a l s o  weak,  a s  i t  d e p i c t s  a 
hand p o s i t i o n  t h a t  i s  too  c lo s e d  t h a t  would  pr oba bl y  r e s u l t  in a 
c l o s e d ,  muf f l ed  sound.
James W i n t e r ' s  t e x t ,  The Bra ss  I ns t r um e nt s  (.1969) g iv es  a good 
d e s c r i p t i o n  of  the  funda me nta l s  of p la y i ng  and te a c h i n g  the  horn .
T h is  can be a t t r i b u t e d  to  the  f a c t  t h a t  Winter i s  a horn p l a y e r  and 
t e a c h e r .  W int er ,  however,  n e g l e c t s  to  inc lu de  i n f or ma t io n  p e r t a i n i n g  
to  t r a n s p o s i t i o n ,  l i t e r a t u r e ,  and makes and models of h o rn s .  The t e x t  
a l s o  l ac k s  photog ra ph s  of the p ro pe r  p l a y i n g  p o s i t i o n ,  and more 
im p o r t a n t ly ,  the  p o s i t i o n  of the r i g h t  hand in the  b e l l .
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Some o-f the  more s i g n i f i c a n t  d a ta  found in H u n t l e y ' s  s tu d y  <1975) 
were the  r a n ki ng s  of c e r t a i n  a s p e c t s  o f a b r a s s  c l a s s .  Hunt ly  had h i s  
r e s po n d e n ts  rank the  fo l l o w in g  a r e a s  in the  o rde r  of  impor tance :  <1>
per formance  te c h n iq u e s ,  <2> te a c h in g  te c h n iq u e s ,  <3) i n v e s t i g a t i o n  of 
b r a s s  l i t e r a t u r e ,  <4) knowledge of main tenance  p ro ce d u re s ,  <5) 
knowledge of r e p a i r  t e c h n iq u e s ,  (6 ) h i s t o r y ,  and <7> a c o u s t i c s .  These 
a r e a s  were ranked  as  fo l l o w s:
1 . t e a c h i n g  te c h n i q u e s
2 .  knowledge of main tenance  p ro ce d u re s
3. per formance  t ec hn i q ue s
4 . a c c o u s t i c s
5.  i n v e s t i g a t i o n  of  b r a s s  l i t e r a t u r e
6 . knowledge of r e p a i r  t e c hn iq u e s
7. h i s t o r y
Since  H u n t l y ' s  r e p o r t  of 1976,  an o th e r  t e x t  f o r  t e a c h i n g  a 
h e t e r og en eo us  b r a s s  c l a s s  ha s  emerged.  Br as s  Ensemble Method fo r  
Music Educ a to rs  <Zorn, 1977) i s  an e x c e l l e n t  method f o r  a mixed b r a ss  
c l a s s .  I t  c o n t a i n s  a la r g e  amount of  h e l p f u l  e x e r c i s e s ,  good 
photog ra ph s  of  embouchures  and p l a y in g  p o s i t i o n s ,  and i t  d i s c u s s e s  
many te a c hi ng  c o n c e pt s ,  i nc lu d i n g  grade  lev e l  f o r  b e g i n n e r s ,  
r e c r u i t i n g ,  and s c h e du l i n g  b e g in n in g  b r a s s  c l a s s e s .  Z o r n ' s  method,  
however , l a ck s  in for ma t ion  about  mut i ng ,  s top pe d  hor n ,  t r a n s p o s i t i o n ,  
and,  a l th ou gh  he e x p l a i n s  the  use of the  F/B f l a t  double  horn in the 
t e x t ,  he f a i l s  to  n o ta te  the  s ug g e s t e d  sw i tc ho v er  p o i n t s  from the  F to 
the  B f l a t  s i d e  in h i s  f i n g e r i n g  c h a r t s .
Severa l  books a v a i l a b l e  t h a t  c o n ta in  impor tan t  in f o rm at io n  about 
horn tec hni que  may a l s o  se rv e  a s  sou rc e  books f o r  the  ins t rum en ta l  
t e a c h e r .  One such book i s  The In s t ru m e nt a l  Music D i r e c t o r ' s  Source 
Book <Kinyon,  1982) .  Many of  the  id ea s  p r e s e n t e d  in t h i s  book a re
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impor ta n t  to a b r a s s  methods  c l a s s ,  Kinyon s t a t e s  t h a t  very  young 
i n s t r u m e n t a l i s t s  need a lmost  d a i l y  su p e r v is e d  p r a c t i c e .  He 
adds t h a t  most beg innin g  method books f avo r  t rumpet and c l a r i n e t  
p l a y e r s  and s u g g e s t s  the  use of  su pplementa ry  m a t e r i a l s  fo r  beg inn ing  
horn s t u d e n t s .  Kinyon a l s o  t a c k l e s  some of  the  ba s ic  pedagogica l  
p roblems most f r e q u e n t l y  e n co un te re d  by t e a c h e r s  of  beg innin g  b r a ss  
s t u d e n t s .  His  l i s t  o f seven  problems t h a t  fa ce  be gin nin g  b ra ss  
p l a y e r s ,  f o r  example,  g i v e s  the  young b r a s s  te a c he r  a s t a r t i n g  po in t  
to  a i d  in d iag no s in g  problems a t  an e a r l y  s t a ge  of the  development  of 
b r a ss  s t u d e n t s .  Teaching  w i th  t h i s  in mind c oul d  he lp  to  e l im in a te  
the  problems a t  an e a r l y  s t a g e ,  thu s  p r e v e n t i n g  them from becoming bad 
h a b i t s  which would h in d er  f u r t h e r  p ro g r e s s  on the  in s t r u m e n t .  Kinyon 
adds t h a t  be g inning  horn s t u d e n t s  do not  p r o g r e ss  as  f a s t  as  the o ther  
b a s i c  in s t r um e nt s  because  of c e r t a i n  id i o s y n c r a s i e s  of  the  in s t r um en t .
Yet a no th er  good sourc e  book fo r  a b r a s s  te c h n iq ue s  c l a s s  i s 
Developing  I n d iv id u a l  S k i l l s  f o r  the  Hioh School Band <Weer ts,  1969) . 
Weer t s g iv e s  a b r i e f  h i s t o r y  of  the  hor n ,  l i s t s  methods and s o lo s ,  
d i s c u s s e s  s e l e c t i o n  of  m out hp ie ce s ,  g i v e s  f i n g e r i n g  r u l e s  for  
sw i t ch in g  f rom the  F to  the  B f l a t  s i de  of the  hor n ,  e x p la i n s  
t r a n s p o s i t i o n  of the  two most f r e q u e n t  t r a n s p o s i t i o n s  in the band 
r e p e r t o i r e ,  (E and E f l a t )  and g iv e s  a l i s t  o f  s e l e c t e d  re c o r d in g s .
Two sho r tcomings  of h i s  book a re  h i s  su g g es te d  use  of  c o ld  cream as  a 
l u b r i c a n t  f o r  the  va lve  s l i d e  and an incomple te  d e s c r i p t i o n  of how to  
p la y  s to pped  horn.
As a  p r e l i m in a r y  s t e p  to  w r i t i n g  the  t e x t ,  Col leoe  Horn 
T echnioues  ( s ee  Appendix A) ,  to  be used in the  c o u r se ,  an ex te n s iv e
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review  o-f a r t i c l e s ,  pamphle t s  and te x tb ook s  was u n d e r ta k e n .  
R e pr e s e n t a t i v e  r e f e r e n c e s  were used  to  i l l u s t r a t e  c e r t a i n  p o i n t s  of 
view wi th  the  acknowledgment  th a t  many o t h e r  t e a c h e r s  a cc ep t  these  
v iews .  When c o n t r o v e r s i a l  s u b j e c t s  were d i s c u s s e d ,  an a t te mpt  was 
made to  p r e s e n t  a l l  s i d e s .
Proper  Br e a th in g
Most wind t e a c h e r s  acknowledge the  f a c t  th a t  p rop er  b r e a th i n g  i s  
c r u c i a l  to  the  p la y i ng  of any wind  in s t r u m e n t .  There  a re  pr obably  as  
many methods  of t e a c hi n g  prop er  b r e a t h i n g  as  th e re  a re  te a c h e r s .  
Although most s t u d e n t s  a r e  t o l d  to  b re a t h e  f rom the  d iaphragm,  
te a c h e r s  do not  make sur e  they  f u l l y  un de rs t an d  t h i s  concept  ( P e r r i n i ,  
1970) .  The mechanics  of  d iap h ra gm at i c  b r e a th i n g  can be broken down 
in to  two components;  i n h a la t i o n  and e x h a l a t i o n .  The most impor tant  
f u n c t i o n  of  b r e a t h i n g  i s  performed by the  d iaphragm,  which caus es  the  
lungs  to  f i l l  wi th  a i r .  The i n t e r c o s t a l  musc les  a l s o  p la y  an 
impor tan t  p a r t  in the  in h a l i n g  and ex h a l i n g  p r o c e s s  because  these  
mu sc les  c on t r o l  the  expanding  and c o n t r a c t i n g  of  the  lower r i b s  
( F a r ka s ,  1956) .
One good d e s c r i p t i o n  of the mechanics  of b r e a t h i n g  f rom the  
diaphragm was g iven  by Abby Mayer and h i s  b r o th e r  Lloyd  Mayer , M.D. 
<1971) . They s t a t e d  t h a t  lung t i s s u e ,  which i s  ex t r em el y  f l e x i b l e ,  
can be s t r e t c h e d  so as  to  in c r e a s e  i t s  s u r f a c e  a re a  t o  a lmos t  twice 
i t s  s t a n d a r d  c a p a c i t y .  The volume of the  che s t  c a v i t y  i s  governed by 
the  r i b  cage.  Th is  inner s iz e  can expand or in c re as e  the  lung t i s s u e  
to a l im i t e d  c a p a c i t y  i f  one b r e a t h e s  " from the  c h e s t . 0 Diaphragmatic 
b r e a t h i n g ,  however , in c re a s e s  t h i s  c a p a c i t y  by drawing  the  d iaphragm
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down in to  the  lower o r ga n s ,  th u s  l e a v i n g  more room -for the  expans ion  
o-f the  lung t i s s u e ,  Mayer and Mayer m a in ta i n  t h a t  t h i s  method o-f 
b r e a t h i n g  does no harm to  the  lower  o rg a ns .
Another  e x p l a n a t i o n  n o t e s  t h a t  a i r  s ho uld  be taken  q u i t e  low,  
w i t h  s i g n i - f i c a n t  exp an s io n  a roun d the  bo ttom of  the  r i b  ca g e ,  a round 
the  w a i s t ,  and in to  the back ,  - f a i r ly  wel l  down the  s i d e s  o-f the  body,  
and -forward in to  the  abdomen <P ease ,  1972) .
Fa rk a s  g iv e s  an a c c u r a te  d e s c r i p t i o n  o-f the  e x h a l a t i o n  p r o c e ss  in 
h i s  book,  The Ar t  o-f B r a s s  P la y in o  <1962) . He e x p l a i n s  t h a t  once the  
s t u d e n t  i s  ab le  to  in h a l e  l a r g e  q u a n t i t i e s  o-f a i r  r a p i d l y  and 
s i l e n t l y ,  he must l e a rn  to  e xh a le  p r o p e r l y  by s t e a d i l y  p r o j e c t i n g  the  
a i r  th rough the  in s t ru m e n t .  In normal e x h a l a t i o n ,  the  r e l a x e d  
d iaphragm te n d s  to  s p r i n g  back t o  i t s  o r i g i n a l  shape  in an 
u n c o n t r o l l e d  manner.  T h is  lac k  o-f c o n t r o l  i s  u n s u i t a b l e  fo r  
mu s ica l  p u r p o s e s .  The c o r r e c t  p r o c e du r e  -for e x h a l a t i o n  i s  to  s t e a d i l y  
c o n t r a c t  the  abdominal m us c le s ,  - forc ing  the  lower  o rg a ns  back up.
T h is  g i v e s  the  m u s ic ia n  c o n t r o l  o-f the  spee d  and  ene rg y  wi th  which the  
d iaphragm i s  pushed upward . When as ke d  how do you te ac h  b r e a t h i n g  to  
a b eg i n n in g  b r a s s  p l a y e r ,  F a r k a s  re sp on d e d :
I remind  the s t u d e n t  t h a t  b r e a t h i n g  i s  a  n a t u r a l  a c t i v i t y  
so  i t  w i l l  be no g r e a t  p roblem to  b r e a th e  c o r r e c t l y  w h i le  
p l a y in g  a b r a s s  i n s t r u m e n t .  I b e l i e v e  t h a t  o f t e n  too  much 
s t r e s s  i s  p l a c e d  upon t h i s  q u i t e  n a t u r a l  a c t ,  to  the  p o in t  
t h a t  the  s t u d e n t  becomes t e r r i f i e d  t h a t  he or  she  cannot  
b r e a th e  c o r r e c t l y .  My a dv i c e  to  s t u d e n t s  i s ,  " R el ax ,  t h i s  
i s  ve ry  s i m i l a r  t o  o r d i n a r y  b r e a t h i n g  e xc ep t  t h a t  we a re  
go ing  to  use b i g g e r  q u a n t i t i e s  o f  a i r  and we a r e  go in g  to  
inha le  qu i c k ly  and ex h a le  s l o w l y . ' 1 ( G e t t i n g  down. . .
1979)
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The impor tance  of knowing the  -fundamentals  o-f d ia ph ra gma t ic  
b re a t h i n g ,  and a t  l e a s t  one good method o-f t e a c h in g  i t  to  s t u d e n t s  
cannot  be overemphas ized .  One such method was d e s c r ib e d  by Thurmond 
<1970):
Have the  s t u d e n t  COUGH:
<Diaphraom UP) Stomach IN
Have the  s tu de nt  BREATHE IN:
(Diaphragm DOWN) Stomach OUT
Have the  s t u d e n t  HISS: ( snake)
(Diaphragm UP) Stomach IN
Have the  s tu de nt  PANT: (dog)
(Diaphragm UP-DOWN) Stomach IN-OUT
Thurmond adds  th a t  younger s t u d e n t s  must be a l l ow ed  to  br e a th e  
"any way they  ca n— as  much a s  they  c a n . ” He m a i n ta in s  t h a t  the  
q u a l i t y  of  the tone  must  be tau gh t  a f t e r  the  te ch niq ue  of g e t t i n g  a 
tone  or of  ho ld i n g  a tone  i s  l e a r n e d .
Some wind t e a c h e r s  ad voca te  a method of te a c h in g  c o r r e c t  
b r e a th i n g  through some form of p hy s ic a l  e x e r c i s e  which  can be 
p r a c t i c e d  o u ts id e  of the  s t u d e n t ' s  normal p r a c t i c e  t ime  ( P e r r i n i ,  
1970) .  S tu de nt s  should  p r a c t i c e  deep b re a t h i n g  e x e r c i s e s  whi le  
w alk ing :
1. Brea the  in ( i n h a l e )  s lowly  and even ly  f o r  e i g h t  s te p s
2.  Hold i t  f o r  e ig h t  s t e p s
3. Exhale f o r  fo u r  s t e p s
4.  Hold i t  f o r  fo ur  s t e p s
5. Repeat s t e p s  th r e e  and f ou r  u n t i l  out  of  b r e a th
Improvement can be no ted  in the  number of  t imes  s t e p s  th re e  and
fo ur  can be r e p e a t e d .
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Winter  <1969) cont en ds :
There  i s  p rob ab ly  no b e t t e r  way to  teach  a s t u d e n t  to  
b r e a t h e  p ro p e r l y  than  to  t e l l  him to  l i e  on h i s  back -for a 
whi le  be fo re  go ing  to  s l e e p ,  and to  observe  f o r  h ims e l f  
where and how he b r e a t h e s  when he i s  s t r e t c h e d  out  and 
thor ou gh ly  r e la x e d .  I t  i s  a t  t h i s  time t h a t  he be g in s ,  
ag a in ,  to  b re a t h e  a s  n a t u r e  in ten de d  him t o ,  and as  he d id  
when he was a small  c h i l d .
Embouchure
The f u n c t i o n i n g  of the  l i p s  in forming  the  embouchure i s  one of 
the  most d i f f i c u l t  t h in g s  in the  wor ld  to  ex p la in  <Farkas ,  1956) . 
S imply s t a t e d ,  the  l i p s  a re  s e t  in v i b r a t i o n  by an a i r  s t re a m.  This  
v i b r a t i o n  i s  the m o t i v a t i o n  f or  the  sound produced  on the ins t r um en t ,  
much l i k e  the  v i b r a t i o n  of  the  two r e e d s  on a double  ree d  ins t r um en t .  
By r e l a x i n g  or c o n t r a c t i n g  f a c i a l  mus c le s  the  horn p la ye r  changes  the 
f i r m ne ss  and t h i c k n e s s  of  the  l i p s ,  and changes the  s i z e  of the  l i p  
op ening ,  or a p e r t u r e .  Thinner  l i p s  cou ple d  w i th  a s m a l le r  a pe r t u r e  
w i l l  p roduce h ig he r  p i t c h e s  than  t h i c k e r  l i p s  wi t h  a la r ge  a p e r t u r e .
The c o r r e c t  for ma t io n  of the  l i p s  should  be what Farkas  c a l l s  the 
"puckered  s m i l e . "  T h is  "puckered  smi le"  i s  a combina t ion  of a sm i l i ng  
embouchure and a w h i s t l i n g  embouchure . Fark as  a dv o ca te s  wet  l i p s  when 
buzz ing  wi t h  the te e t h  kept  a p a r t  and a p o i n te d  c h in .  He adds  th a t  
the  p u f f in g  out of  the  cheeks  wh i le  p l a y i n g  i s  wrong because  i t  i s  an 
i n d ic a t i o n  t h a t  someth ing  i s  s e r i o u s l y  wrong wi th  the  f or ma t io n  of the 
embouchure.  I f  the  cheeks  a re  p u f f e d  out  and f i l l e d  wi th  a i r ,  the 
c o r r e c t  f a c i a l  mu sc les  cannot  work.
Many t e a c h e r s  agree  t h a t  s tu d e n t s  should  be ta ug h t  how to  buzz 
t h e i r  l i p s  p r o p e r l y  be f o r e  be in g  a l lowed to  a t te m p t  p l a y in g  the  horn.  
Moreover,  t e a c h e r s  sho ul d  not  assume t h a t  f i f t h  and s i x t h  g r a d e rs
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ca nnot  u n d e rs ta n d  the  d e t a i l s ,  w o rk ing s ,  r e a s o n s ,  and proc ed ur es  -for 
deve lopment o-f a good embouchure <Robinson,  1967) .  S tu d e nt s  should  
le a rn  the  buzz f i r s t  w i th o u t  the mout hp ie ce ,  which may take  a few 
days .  When the  l i p s  a re  v i b r a t i n g  w e l l ,  check the a i r  s t ream wi th the  
hand . I f  the a i r  s t ream  i s  moving s t r a i g h t  f or w ar d ,  the  l i p s  a re  
even;  i f  i t  goes  down toward  the  c h i n ,  have the  s tu d e n t  move the jaw 
forw ard  and downward, p o in t i n g  the  c h i n .  Once the  s tu d e n t  has  
m a s t e r e d  the  buzz ,  p l ac e  t h r  mouthpiece  over  the n a tu r a l  a p e r t u r e .
The n a tu r a l  a p e r t u r e
v a r i e s  wi th  d i f f e r e n t  s t u d e n t s  because  of  i n c o n s i s t a n c i e s  in t e e t h  and 
jaw s t r u c t u r e  from s t u d e n t  to  s tu d e n t .
Another approach  to  te a c h in g  horn embouchure was de sc r i b e d  by 
Thurmond <1970).  He su g ge s te d  t h a t  b e g in n e r s  buzz wi t h o ut  the  
mouthpiece  f o r  a t  l e a s t  one week.  He a l s o  m a in ta in e d  th a t  changing 
the  s t u d e n t ' s  embouchure shou ld  never  be done w i th o u t  the  ad vice  of a 
p r o f e s s i o n a l  because  the  s tu d e n t  may become d i s c o u ra ge d  and be tu rne d  
away from music c om ple te ly .
Most t e a c h e r s  ad voca te  a mouthpiece  p lacement  of two t h i r d s  upper  
l i p  to  one t h i r d  lower  l i p .  F a r k a s ' s  book,  A Photog ra phic  S tudy of 
F or ty  V i r tu o s o  Horn P l a y e r s '  Embouchures (1 9 70 ) ,  showed t h a t  an 
overwhelming m a j o r i t y  of p r o f e s s i o n a l  horn p l a y e r s  and te a c h e rs  
recommend t h i s  mouthpiece p lac em en t .  Fark as  added t h a t  i f  the  s t ud en t  
has  a d e s i r e  f o r  o t he r  p r o p o r t i o n s ,  the te a c h e r  does  no t f i g h t  i t  
p ro v i d in o  the  s tu d e n t  g e t s  r e s u l t s .
A s tud y  by Saxton <1971) showed t h a t  two t h i r d s  to  one t h i r d  
mouthpiece  p lacement  a l low s  a more eve nly  d i s t r i b u t e d  amount of  top
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and bot tom l i p  w i t h in  the  mouthpiece  r im.  He a t t r i b u t e d  t h i s  to  the  
■fact t h a t  when -forming the  embouchure , the  v i b r a t i n g  sur-face of  the 
upper l i p  nor mal ly  e x ten ds  down ap pr o xi ma te ly  even wi t h  the  b i t i n g  
edge of  the  upper t e e t h .  Th e re fo re  a good po r t i o n  of the  upper  l i p  in 
the  mouthpiece  i s  not  v i b r a t i n g  be cause  of  the  upper  t e e t h .
The lower l i p ,  however,  has  a l a r g e r  v i b r a t i n g  su r f ac e  because  of the  
lowered  jaw and s e p a r a te d  te e t h .
The f o l lo w in g  impor tan t  p o i n t s  a re  common to  a good horn 
embouchure:  (1)  There  should  be a w e l l - c e n t e r e d  s i d e - t o - s i d e
p o s i t i o n .  (2) An average  of 2 /3  upper  l i p  to  1 /3 lower l i p  i s  
g e n e r a l l y  the  normal mouthpiece p la ce me n t .  <3) There  should  be an 
im por tan t  combina t ion  of good l i p  c o n t r a c t i o n  p lu s  a  l i t t l e  smi l e  a t  
the  c o r n e r s  of the  mouth.  <4> There  sho uld  be a r e la x e d  appea ra nc e ,  
wi th  no a t te mp t  to  form a har d ,  o v e r -  e xa gg e r a te d ,  s e l f - c o n s c i o u s  
embouchure . (5 )  There  sh ould  be an opening  in the  l i p s  s i m i l a r  to the  
shape  of  an oboe r e e d .  (<£) Do not  clamp the  upper  and lower l i p s  
to g e t h e r  in the  c e n te r  of the embouchure (F a rk a s ,  1954) .
For a l l  p r a c t i c a l  pu rp o se s ,  once a good embouchure i s  de ve loped ,  
c a r e  must  be taken  to  m a in ta in  i t  wi th o u t  any changes .  There  a re  
t imes  when changes do,  however , t ake  p l ac e  (S ch u lze ,  1950) .  The 
f o l l o w in g  r e a so n s  may be r e s p o n s ib l e  f o r  sudden changes  in the  
embouchure: (1)  l ack  of s le e p ,  (2) f o r c i n g  of  h igh or low n o t e s ,  (3)
improper warm up,  (4)  over  exposure  to  the  sun or s t r o n g  wind s ,  (5) 
d ry  l i p s  due to  smoking,  (6)  sudden changes  in w ea th e r ,  (? )  c o ld s  or 
t emporary  stomach a i l m e n t s ,  (8)  s p ic y  fo o d s ,  (9 ) a run  down phy s ica l  
c o n d i t i o n ,  and (10)  i n c o r re c t  p r a c t i c e .  I t  i s  s t r o n g l y  recommended
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t h a t  s t u d e n t s  us e  of  a m i r r o r  w h i l e  p r a c t i c i n g  t o  m a i n t a i n  a  good 
embou ch ur e  ( S c h m o l l , I 9 6 0 ) .
T e a c h e r s  s h o u l d  e n c o u r a g e  s t u d e n t s  t o  p l a y  w i t h o u t  m ak ing  any  
embou ch ur e  cha ng e  w h i l e  d e s c e n d i n g  i n t o  t h e  low r e g i s t e r  ( f r o m  w r i t t e n  
e dow n) .  Few s t u d e n t s ,  h o w e ve r ,  a r e  a b l e  t o  p l a y  down i n t o  th e  b o t to m  
of  th e  low r e g i s t e r  w i t h o u t  mak ing  a ch a ng e  wh ic h  r e s u l t s  in t h e  o l d  
German e i n s e t z e n  < s e t t i n g  in )  embou ch ur e  ( W i n t e r ,  -1969) .  T h i s  s h i f t  
c o n s i s t s  o f  p u l l i n g ,  o r  r o l l i n g  t h e  b o t t o m  l i p  o u t  o f  th e  m o u th p ie c e  
e n t i r e l y  or  in p a r t ,  t h u s  p l a y i n g  w i t h  th e  up p e r  l i p  o n l y .  The  lo w er  
jaw  m us t  be pu sh e d  f o r w a r d  and  downward .  Most  s t u d e n t s  can  s h i f t  i n t o  
t h i s  em bouchure  w i t h o u t  g r e a t  d i f f i c u l t y ,  b u t  th e  r e t u r n  t o  th e  normal 
embou ch ure  r e q u i r e s  h o u r s  o f  p r a c t i c e  and  p a t i e n c e .  The  use  o f  wet 
l i p s  g r e a t l y  a i d s  in  mak ing  t h i s  s h i f t  a n d ,  in some c a s e s ,  a  v e ry  
s l i g h t  t o s s  o f  th e  h ea d  h e l p s  a s  w e l l  ( W i n t e r ,  19 6 9) .
F i n o e r i n o s
A l l  o f  th e  p r e v i o u s l y  m e n t i o n e d  b r a s s  me th o d  bo ok s  c o n t a i n  
i n f o r m a t i o n  r e g a r d i n g  f i n g e r  c o m b i n a t i o n s  f o r  t h e  s i n g l e  F h o r n ,  th e  
s i n g l e  B f l a t  h o r n ,  and  t h e  F-B f l a t  d o u b l e  h o r n .  The A r t  o f  Fr e nc h  
Horn P l a y i n g  ( F a r k a s ,  1956)  g i v e s  th e  b e s t  i n s t r u c t i o n s  f o r  c o m b in in g  
th e  F and  B f l a t  s i d e s  of  a d o u b le  h o r n .  F a r k a s  n o t e d  t h a t  p e r h a p s  no 
two p l a y e r s  a g r e e  e x a c t l y  a s  t o  when an d  w he re  th e  t r a n s i t i o n  f rom  th e  
F t o  t h e  B f l a t  s i d e  s h o u l d  t a k e  p l a c e .
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
20
PI ay ino  Pos i  t  i on
The p la y in g  p o s i t i o n  o-f the  horn  h a s  e v o lv e d  in c o r r e l a t i o n  wi th  
th e  e v o l u t i o n  o-f the i n s t r u m e n t  i t s e l - f .  Joseph  Bellamah has  shown 
t h a t  o p i n i o n s  have changed  in  t h e  p a s t  tw en ty—fi v e  y e a r s  as  to  what 
s h o u l d  be the  c o r r e c t  p la y i n g  p o s i t i o n  -for the  h or n .  In a s t u d y  done 
in I9 60 ,  Bel lamah c o n s u l t e d  the  o p i n i o n s  o-f l e a d i n g  a u t h o r i t i e s  on 
horn  p l a y i n g  and te a c h i n g .  When a ske d  i-f they  adv o c a te  s i t t i n g  or 
s t a n d i n g  du r in g  the  p r a c t i c e  p e r i o d ,  the  a u t h o r i t i e s  ov erwhelmingly  
recommended t h a t  a l l  o-f th e  p r a c t i c i n g  be done w h i l e  s i t t i n g .  In a 
- fol low-up  s tu d y  done in 1976,  Bel lamah no te d  t h a t  no t a s i n g l e  one of 
th e  a r i t s t s  recommended t h a t  a l l  of th e  p r a c t i c i n g  be done whi le  
s i t t i n g .  They recommended a co mb in a t io n  of the  two.  F a rk a s  s p e c i f i e d  
t h a t  he p r e f e r e d  s i t t i n g  f o r  l e a r n i n g  o r c h e s t r a l  works  and  s t a n d i n g  to 
p r a c t i c e  s o l o s  to  be pe r formed in p u b l i c  in a s t a n d i n g  p o s i t i o n .  
( G e t t i n g  down. . . 1979)
One ad v oc a t e  of p r a c t i c i n g  w h i l e  s t a n d i n g  l i s t s  the  f o l l o w in g  
r e a s o n s  (Brophy,  1976) :
1. B e t t e r  deep b r e a t h i n g .
2 . S t u d e n ts  sh ou ld  p r a c t i c e  " th e  h a r d  way."
V i r t u a l l y  a l l  a s p e c t s  a re  h a r d e r  exc ep t
deep b r e a t h i n g — h a rd e r  to  h o ld  the  i n s t r u m e n t ,  
f i n g e r  d e x t e r i t y  i s  more d i f f i c u l t  to  m a i n t a i n ,  
and m a n i p u la t i o n  of  the  r i g h t  hand i s  more 
d i f f i c u l t .
3.  S ta nd in g  h e l p s  p r e p a r e  f o r  b e l l s  up p a s s a g e s ,  
which horn  p l a y e r s  r a r e l y  p r a c t i c e .
4 .  For g i v i n g  s o lo  p e r f o r m a n c e s — s t a n d i n g  
de m o n s t r a t e s  more showmanship .
5.  Learn to  blow a dark  tone  r a t h e r  than  depe ndin g  
on the  body to  dark en  the  sound .
6 .  I t  i s  e a s i e r  to  l o c a t e  the  p r op e r  an g le  of  the  
mouthpiece  a n d m o u t h p i p e  to  the  l i p s .  Al so  the  
s l i g h t  n a t u r a l  p i v o t  o r  c ha ngi ng  of t h i s  ang le  
used  when ch an gin g  r e g i s t e r s  i s  more e a s i l y  
acc omp l i she d  when h o ld in g  the  horn  f r e e .
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7.  There  i s  a p sy c ho lo g ic a l  advantage  o-f p la y in g
wi th  the  -feet s e c u r e l y  p la n te d  to the  f l o o r .
8 .  S tand ing  e l i m i n a t e s  the  awkward f e e l i n g  caused  
by a c h a i r  o f the  wrong h e i g h t .
9.  I t  i s  e a s i e r  to  assume the  c o r r e c t  p o s tu r e .
10. Learn ing  to  p la y  in tune  th rough s l i g h t  a d j u s t ­
ments  of the  embouchure,  o r a l  c a v i t y  or tongue
as opposed to  the  r i g h t  hand.
Hos t a u t h o r i t i e s  agre e  t h a t  b e g in n e r s  sho ul d  s i t  wh i le  p la y in g  
because  of the  weight  o f  the  ins t r um en t  in o rd er  to  ge t  the  c o r r e c t  
hand and l i p  p o s i t i o n .  The p l a y in g  p o s i t i o n  wh i le  s i t t i n g  i s  governed 
by s e v e r a l  ne eds :
F i r s t ,  and most o f t e n  s a c r i f i c e d  because  of  poor p o s t u r e ,  
i s  f reedom of tone  pr o d u c t i o n ;  second ,  c om fo r ta b le  and 
e f f i c i e n t  b r e a t h i n g ;  t h i r d ,  f reedom f rom undue m u f f l i n g  of 
the  tone  a t  the  b e l l ;  f o u r t h ,  the  s t a t e  of menta l a l e r t n e s s  
of  the  p la y e r ;  and f i f t h ,  a t t r a c t i v e  appearance  (Howe, 1966) .
The p la ye r  sho uld  s i t  norm al l y  e r e c t ,  w i th  the  p l a y e r ' s  back away from
the  c h a i r .  The edge of  the  b e l l  shou ld  r e s t  on the  o u ts id e  of  the
r i g h t  th i gh  w i th ou t  p o i n t i n g  the  be l l  in to  the  c l o t h i n g .  T h is  method
ta k e s  most of the  weight  away from the  hands and a rms , g iv in g  them and
the  whole body a more r e l a x e d  a t t i t u d e .
As soon a s  the  pupi l  i s  o ld  and s t r o n g  enough to  m a in ta in  the
prop er  p o s i t i o n  w hi l e  s t a n d i n g ,  he s h oul d  be r e q u i r e d  to  do s o ,  at
l e a s t  p a r t  of the  t ime .  Proper  d i a ph ra gm at i c  b r e a t h i n g  and c on t r o l
cannot  be a cq u i r e d  as  wel l  when s i t t i n g  (Thurmond, 1970) .  A saxophone
neck s t r a p  may be used  to  a id  s t u d e n t s  who are  u n u su a l l y  small
( P e r r i n i ,  1970) .  T his  pro ce dur e  i s  advoca ted  to  insur e  a c o r r e c t
r i g h t  hand p o s i t i o n  and under no c i r c u m st a n ce s  should  the  b e l l  be
fa c e d  in toward the  abdomen.
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The impor tance  of  the  c o r r e c t  r i g h t  hand p o s i t i o n  in the  be l l  of 
the  horn cannot  be overemphas ized .  The r i g h t  hand p o s i t i o n  i s  as 
impor tan t  to  horn tech niq ue  as  the  embouchure,  b re a th  su p p o r t ,  
f i n g e r i n g s  and tongu ing .  Sch arnberg  (1981)  r e c e n t l y  obser ved  th a t  one 
of the  l e a s t  und er s t oo d  a s p e c t s  o f horn p la y in g  f o r  the p ub l i c  school 
h o r n i s t  seems to  be the  p lacement  and fu n c t i o n  of the  r i g h t  hand in 
the  b e l l  of  the in s t r u m e n t .  Three  main c o n s i d e r a t i o n s  govern ing  the 
placement of  the  hand in the  b e l l :  (1 )  how i t  i s  shaped ,  <2) how i t  i s  
he ld  in the  b e l l ,  and <3) how f a r  i t  i s  in s e r te d  (Yaw,1976).  S tude nts  
should  use t h e i r  ea r  to  he lp  de t e r mi ne  the  c o r r e c t  p lacement  of the  
hand in the  be l l  s imply  by i n s e r t i n g  the  hand to  the p o in t  where the  
sound becomes more compact and t y p ic a l  of the horn  <Fox, 1979) .
Another  c o n s i d e r a t i o n  co nc e rn in g  prop er  p la y in g  p o s i t i o n  i s  the 
p o s i t i o n i n g  of the  mus ic s t a n d .  T h i s  c o n s i d e r a t i o n ,  which seems 
simple  enough,  can cause  s e r i o u s  embouchure problems f o r  those  
s t u d e n t s  who have to  ho ld  t h e i r  in s t ru m e n ts  in an awkward p o s i t io n  to  
be ab l e  to  see both the co nductor  and t h e i r  mus i c .  S t u d e n ts  should  
a r ra nge  t h e i r  c h a i r s  in a p o s i t i o n  t h a t  they  can look  d i r e c t l y  down 
the  mouthpipe  of the  horn to  the  mus ic  and can see  the  d i r e c t o r  a t  the  
same time (Cra in 1967).  Small s t u d e n t s  have a s i m i l a r  problem with 
ho ld in g  the  horn by r e s t i n g  the  b e l l  on the t h i g h .  In many in s t a n c e s ,  
the  mouthpiece  would s t r i k e  the  s tu d e n t  somewhere in the  v i c i n i t y  of 
the  fo re he a d .  The horn can be r a i s e d  or  lowered by moving the  r i g h t  
l eg forward  or backward , thu s  r a i s i n g  or  lowe r ing  the  mouthpiece 
( P e r r i n i ,  1970) .
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Care and Main tenance
A horn i s  a mechanica l ins t ru men t  which r e q u i r e s  pr ope r  ca re  and 
mai n t en an ce .  Fark as  <1956) compares  the a r t i s t ' s  c a r e  o-f a horn to 
the  r a c in g  d r i v e r ' s  ca r e  -for a c a r .  Ins t ru men ta l  d i r e c t o r s  spend 
c o u n t l e s s  amounts o-f money r e p a i r i n g  in s t r u me n ts  which a re  not  cared  
•for p r o p e r l y .
The e a s i e s t  main tenance  pro ce du re  i s  s imply  to  avoid  d e nt in g  or 
s c r a t c h i n g  the  ins t r um en t  a t  a l l  c o s t s .  Dents a-f-fect the  p l ay ing  
q u a l i t i e s  o-f a horn .  The most c r i t i c a l  s p o t s  to  avo id  d e n ts  a re  the 
mouthpipe  and the  tu b in g  o-f the  b e l l  (F a rk a s ,  1956) .  P r e v e n t i ng  den ts  
can be mere ly  a  m a t t e r  o-f be ing  c a r e f u l  no t  to  leave the  horn 
un a t te n de d  in a p o s i t i o n  where some unknowing ind iv id ua l  may 
a c c i d e n t a l l y  knock i t  ov e r .  S tu d e n ts  should  keep in s t ru m en ts  in a 
good p r o t e c t i v e  case  when not  in use .
L u br ic a t io n  i s  an impor tan t  a s p e c t  of  horn ma in t en an ce .  The two 
a r e a s  t h a t  need l u b r i c a t i n g  a re  the  s l i d e s  and the  r o t a r y  v a l v es .  
Farkas  (1956)  recommends the  use  of  gun gr ea se  as  a s l i d e  l u b r i c a n t .
He adds  th a t  the  use of  v a s e l i n e  sho uld  be d i sc ou ra g e d  because 
v a s e l i n e  makes the  s l i d e s  too s l i p p e r y .  Anhydrous l a n o l i n  i s  a l s o  a 
pop ul ar  s l i d e  l u b r i c a n t  among p r o f e s s i o n a l  horn p l a y e r s  and t e a c h e r s .
Rotors  must be l u b r i c a t e d  in t h r e e  p l a c e s .  The f i r s t  p lac e  
need ing  l u b r i c a t i o n  i s  on the  r o t o r s  d i r e c t l y  under  the  c ap s .  This  
shou ld  be done wi th  a l i g h t  commercial  va lve  o i l .  The space  on the 
un d er s id e  of the va lve  between the  a x le  and i t s  b e a r i n g  r e q u i r e s  a 
h e a vi e r  household  o i l  such as  sewing machine o i l  (F a r k a s ,  1956) .  A 
t h i r d  p lace  needing  l u b r i c a t i o n  i s  the  inner work ings of the  valve
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( E r l e n b a c h ,  1975) .  A f t e r  re moving  each  s l i d e ,  pour  s i x  to  e i g h t  d rop s  
o-f a commercia l r o t a r y  va lu e  o i l  down each s l i d e .  R e i n s e r t  the  s l i d e s  
in t h e i r  c a s i n g s  a s  -far as  th e y  a r e  a b l e  to  go and t i p  the  horn ups id e  
down, wo rk ing  the  v a l u e s .  T h i s  p r o c e du r e  sh o u ld  be c a r r i e d  out  a t  
l e a s t  once a week.  Pure  o d o r l e s s  k e r o s e n e ,  which  works  as  wel l  as 
commercia l v a lv e  o i l  and i s  l e s s  e x pe ns iv e  than  i t s  c o u n t e r p a r t ,  i s  
an o t h e r  l u b r i c a n t  used  to  o i l  the  in ne r  wo rk in g s  o-f the  v a l v e s  
( S t r u c e l ,  1971) .
N oi sy ,  c l i c k i n g  v a lv e s  can  u s u a l l y  be cu re d  by p l a c i n g  a drop  o-f 
h e a v i e r  o i l  <sewing machine  o i l  o r  T h r e e - in - D n e )  on the  b e a r i n g s  
( S t r u c e l ,  19 71) .  I t  i s  im p o r ta n t  no t  to  use t h i s  heavy  o i l  on the 
i n t e r i o r  o-f the  v a l v e s  be cause  the  v a l v e s  w i l l  gum up and become 
s i u g g i  sh.
O c c a s i o n a l l y  i n s t r u m e n ta l  t e a c h e r s  e n c ou n t e r  i n s t r u m e n ts  th a t  
have  been t o t a l l y  n e g l e c t e d .  Frozen  v a l v e s  can u s u a l l y  be - freed by 
p l a c i n g  an e y ed ro ppe r  -full o-f k e r o s e n e  down each r o t o r .  S tuck  s l i d e s  
can  be lo os e ne d  wi th  an a p p l i c a t i o n  o-f p e n e t r a t i n g  o i l  (Ma rk le ,  1943) .  
Al low them to  s i t  o v e r n i g h t  and then  t r y  to  remove the  s l i d e  c a r e f u l l y  
by hand .  Do not  use  any  mech an ic a l  means to  remove the  s tu c k  s l i d e ,  
f o r  t h i s  may only  damage i t .  Repea t  t h i s  p r o c e s s  two or  t h r e e  t im e s  
on a s tu b b o r n  s l i d e  and  i f  i t  s t i l l  ca nn ot  be removed, seek  
p r o f e s s i o n a l  h e l p .
Some m a n u f a c t u r e r s  make h o r n s  w i th  mec ha nica l  l i n k a g e s .  These  
te nd  to  be ver y  n o i s y  and r e q u i r e  f r e q u e n t  l u b r i c a t i o n  a t  the  p iv o t  
p o i n t s .  A drop of STP ( a u to m o t iv e  c r a n k c a se  a d d i t i v e )  o r  p l a i n  
v a s e l i n e  on the  p i v o t  j o i n t  w i l l  u s u a l l y  red u c e  the  n o is e  ( S t r u c e l ,
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1971) .  When l u b r i c a t i o n  no l on ge r  s t o p s  the  n o i s e ,  t ake  the  
ins t ru me nt  to  a  q u a l i f i e d  re p a i r m a n .  He may need to  r e c e s s  the  p ivo t  
sc rew and c rimp the  u n iv e r s a l  j o i n t s .
Farkas  <1956) no te d  t h a t  one of the  f i r s t  p i e c e s  of  equipment 
t h a t  a b r a s s  p la y e r  sh ou ld  own i s  a f l e x i b l e  c l e a n i n g  br ush .
Al tho ug h,  th e s e  b r us h e s  a re  no t  ma nuf ac tu re d  s p e c i f i c a l l y  f o r  the 
ho r n ,  the  ones  de s ig ne d  f o r  the  t rumpet  work f a i r l y  wel l  on the horn.  
To c le a n  the  mouthpipe ,  pu l l  ou t the  main tu n i ng  s l i d e  ( th e  one 
c l o s e s t  to  the  m ou th p ie c e ) ,  then  pour about  a  cup of  warm w at er  down 
the  mouthpipe ,  and run the  br ush  through the  mouthpipe s e c t i o n .  
s t a r t i n g  a t  the  la r g e r  end of  the  t u b i n g .  Follow t h i s  p ro ce dur e  wi th  
a thorough r i n s i n g  of  the  le a d p ip e  wi t h  c lea n  w a t e r .  T h i s  procedure  
sh o u ld  be done about  ev ery  o th e r  week.  In a d d i t i o n  to  the  l e a dp ip e ,  
the  mouthpiece must be c l e a n e d  p e r i o d i c a l l y  wi t h  an a p p r o p r i a t e  br ush .
I f  the  above p ro ce du re  i s  n e g l e c t e d ,  d i r t  w i l l  c a r r y  f a r t h e r  in to  
the  tu b i ng ,  making i t  ne c e s s a r y  t o  c lea n  the  e n t i r e  hor n .  Cleaning  
the  e n t i r e  horn r e q u i r e s  the  removal o f a l l  the  va lv e  s l i d e s ,  and the 
immersion of the  horn and s l i d e s  in a tub  of lukewarm w at er  and mi ld 
soap (E r l e nb a c h ,  1975).  Hot w at er  i s  no t  recommended because  i t  t e nds  
to  cause  the la que r  f i n i s h  to  p e e l .  Allow the  w a te r  to  p e n e t r a t e  the  
v a l v e s  by working them up and down whi l e  submerged.  Then c l ea n  each 
s l i d e  wi th  a f l e x i b l e  c le a n in g  br u sh ,  b e i ng  c a r e f u l  not  to  fo rc e  the 
br ush  through the  s l i d e .  I f  i t  seems to  jam in the  s l i d e s ,  s imply 
remove the  br ush  and i n s e r t  i t  in t o  the  o t h e r  end of  the s l i d e ,  
c le a n in g  i t  as  f a r  a s  p o s s i b l e .  Di sc ar d  the  soap s o l u t i o n  and use 
f r e s h  lukewarm wat er  to  r i n s e  each p a r t  o f  the  in s t ru m e n t .  Wipe dry
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with  a c le an  s o f t  c l o t h .  Then l u b r i c a t e  the  s l i d e s  and waives before  
p l a y i n g  the  in s t ru me nt .
Re plac ing  s t r i n g s  i s  most e a s i l y  tau gh t  by a sequence  of  p i c t u r e s  
which i l l u s t r a t e  the  r e s t r i n g i n g  pr o c e ss  <See F a r k a s ,  1956,  p.  9 ) .
Horn p l a y e r s  should  remove a l l  the o ld  s t r i n g s  and r e p la c e  them wi th 
new ones  about  twice  a y ea r .  Most horn p l a y e r s  and t e a c h e r s  advoca te  
u s in g  t h i r t y  to  f o r t y  pound nylon  or l i n e n  f i s h i n g  l i n e  to r e p la c e  
va lve  s t r i n g s .  P l a s t i c  l i n e s  tend  to  s t r e t c h  and nar rower  l i n e s  tend 
to  cu t  in to  the  va lve  pos t  (Er le n b a c h ,  1975) .
S e l e c t i o n  of S tu de n ts
The s e l e c t i o n  of horn s t u d e n t s  i s  someth ing  t h a t  shou ld  not be 
l e f t  to  chance .  There  a re  four  ba s i c  c o n s i d e r a t i o n s  to  fo l lo w  (Howe, 
1966) :
1. A w i11 to  lea rn
2 .  Aural  a b i l i t y
3.  Background in music
4 .  Brass  ins t rument  background
One a u t h o r i t y  on the  s u b j e c t ,  Schmoll <1965),  f e e l s  t h a t  t e a c h e r s  
sho uld  a l s o  s e l e c t  s tu d e n ts  to  p la y  the  horn  who have average  or  above 
average  i n t e l l i g e n c e  and mus ica l t a l e n t .  Schmoll a l s o  d i s p e l l s  the 
myth t h a t  i t  t a k e s  th i n  l i p s  to  become a good horn  p l a y e r .  He i n s i s t s  
th a t  no one has  demons t ra ted  t h a t  small  l i p s  a re  an advantage  over  
l a r g e r  l i p s  (Schmol l ,  1960) .
Another  p e r s p e c t i v e  of s e l e c t i n g  beg in ni n g  horn s t u d e n t s  was 
e xp la in e d  by Far ka s  <1956) . He s t r e s s e d  the  d e s i r a b i l i t y  of t e l l i n g
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t h e  s t u d e n t  t h a t  th e  ho r n  i s  a d i f f i c u l t  i n s t r u m e n t ,  t h u s  t u r n i n g  away 
t h e  l a z y  s t u d e n t s  f r om  t h e  s t a r t .
Most  t e a c h e r s  recommend t h a t  ho r n  s t u d e n t s  s t a r t  on t h e  h o r n  and  
n o t  on a n o t h e r  b r a s s  i n s t r u m e n t  w i t h  t h e  i n t e n t  t o  s w i t c h  t o  t h e  h or n  
l a t e r  d u r i n g  th e  s t u d e n t ' s  d e v e l o p m e n t .  Some t e a c h e r s ,  h o w e v e r ,  hav e  
t a k e n  t h e  p o s i t i o n  t h a t  s t u d e n t s  s h o u l d  be s t a r t e d  on an e a s i e r  b r a s s  
i n s t r u m e n t  an d  s w i t c h e d  t o  h o r n  a f t e r  t h e  f u n d a m e n t a l s  ha ve  been  
l e a r n e d .  One su c h  t e a c h e r ,  Weger ( 1 9 6 1 ) ,  d e f e n d e d  h i s  p o s i t i o n  by 
s t a t  in g :
I f  you  s t a r t  yo u r  i n s t r u c t i o n a l  p r o gr a m  in  g r a d e s  f i v e  or  
s i x ,  s w i t c h  t h e  s t u d e n t  t o  t h e  F r e n c h  h o r n  in  t h e  s e v e n t h  
g r a d e .  I t  i s  much s i m p l e r  t o  t e a c h  f i n g e r  f a c i l i t y ,  
b r e a t h i n g ,  em bou ch ur e  d e v e l o p m e n t  and  t o n e  p l a c e m e n t  
on t h e  b a r i t o n e  o r  c o r n e t  t o  t h e  g r a d e  s c h o o l - a g e d  c h i l d .
F i f t h  an d  s i x t h  g r a d e r s  a r e  g e n e r a l l y  t o  u n d e r d e v e l o p e d  
p h y s i c a l l y  t o  e n d u r e  t h e  p r o b l e m s  w hi c h  a r e  i n h e r e n t  in 
t h e  i n s t r u m e n t .
T y p e s .  M a k e s ,  and  M o d el s  o f  H o rn s  an d  M o u t h p i e c e s
T h e r e  h a s  be e n  much d e b a t e  o v e r  t h e  r e c o m m e n d a t i o n  o f  b e g i n n i n g
mode l  h o r n s  f o r  s t u d e n t s .  T h i s  p r o m p t e d  a  s u r v e y  by t h e  e d i t o r s  o f
The  Horn  C a l 1 . a  s e m i - a n n u a l  j o u r n a l  p u b l i s h e d  by t h e  I n t e r n a t i o n a l
Horn S o c i e t y  ( S u r v e y  R e s u l t s .  . . 1 9 7 1 ) ,  The  s u r v e y  show ed  t h a t
f i f t y - f o u r  p e r c e n t  o f  t h e  ho r n  t e a c h e r s  and  p l a y e r s  p r e f e r r e d  s t a r t i n g
b e g i n n e r s  on a  s i n g l e  F h o r n .  T h e i r  r e a s o n s  f o r  c h o s i n g  t h e  s i n g l e  F
h o r n  w e re  b e c a u s e  t h e  s i n g l e  F h o r n  p o s s e s s e s  t h e  c h a r a c t e r i s t i c  horn
so u n d  and  t h a t  i t  i s  an a i d  in e a r  t r a i n i n g .  Tw e n ty  p e r c e n t  o f  t h o s e
s u r v e y e d  recomm en de d  t h e  F-B f l a t  d o u b l e  h o r n  f o r  b e g i n n e r s .  T hey
f e l t  t h a t  i t  was  b e t t e r  t o  s t a r t  a  s t u d e n t  on a  p r o f e s s i o n a l  m o d e l ,
r a t h e r  th a n  make a  s w i t c h  l a t e r .  S i x t e e n  p e r c e n t  p r e f e r r e d  b e g i n n n i n g
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s t u d e n t s  on a s i n g l e  F model o r  an F-B - f la t  double h or n .  Six  pe rc en t  
chose the  s i n g l e  B - flat  horn a s  the  in s t r um e nt  to  s t a r t  b e g i n ne r s  on 
and two p e r c e n t  chose  the  s i n g l e  B F l a t  o r  the  F-B F l a t  double horn.  
The surv ey  de t e r min ed  t h a t  the  most w id e ly  recommended model ho rn s  For 
b e g in n e r s  were the  Conn 6D, Conn 4D, the  H o i to n- Fa rk a s  models ,  and 
used  h or n s .
T h is  sur ve y  by no means ended  the  c o n t r o v e r s y  con ce rn ing  the  
ty p e s  oF ho rn s  For b e g in n e r s .  One t e a c h e r  ( P r u z i n ,  1977) no te d  th a t  
the  argument  about the  s i n g l e  F horn ha v in g  a more c h a r a c t e r i s t i c  horn 
tone  lac ke d  v a l i d i t y .  He p o in te d  out  t h a t  ve ry  Few b eg i n n e rs  ach ieve  
what i s  c a l l e d  a " c h a r a c t e r i s t i c "  horn tone  in the  e a r l y  s t a g e s  oF 
developmen t .
A more d e t a i l e d  argument  was g iven by NadaF (39<48), who advoc a ted  
the  use oF a s i n g l e  B F l a t  horn For b e g in n e r s  on the  b a s i s  t h a t  most 
p r oF e ss in a l  horn p l a y e r s  r e l y  on the B F l a t  horn or the  B F l a t  s id e  oF 
a double  horn For most  oF t h e i r  p la y in g .  He posed  t h i s  q u e s t i o n ,  "Why 
do we t e a c h e r s  ask our be gin nin g  y o u n g s t e r s  to  s t a r t  t h e i r  mus ica l  
e x p e r ie n c e s  by l e a r n i n g  to  p la y  on an in s t ru m e nt  t h a t  i s  o b s o l e t e ,  a t 
l e a s t  in p r a c t i c a l  use  among p ro Fe ss io n a l  h o r n i s t s ? "  He e xp la in e d  
t h a t  weaknesses  oF the  s i n g l e  F horn were  i n a c c ur a c y ,  Fuzzy a t t a c k s  in 
mid and h igh  r e g i s t e r s ,  and c o n s id e r a b l e  r e s i s t a n c e  in the  h igh  
r e g i s t e r  r e q u i r i n g  g r e a t  s t r e n g t h  to  endure  p r o lo nge d  p l a y in g .  These 
d i F F i c u l t i e s  a re  g r e a t l y  re duced  by the  B F l a t  horn  because  the  
p r o x im i ty  oF the  "bad" n o t es  in the  harmonic s e r i e s  i s  a per Fe c t  
Four th  h ig h e r  For the  B F l a t  horn' than the  F hor n .
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One w r i t e r  (Magnel l ,  1962) s t a t e d  t h a t  i t  was i n t e r e s t i n g  to  no te  
th a t  p r o f e s s i o n a l  horn p l a y e r s  advo ca te  the  use  of  s i n g l e  F ho rns  f or  
b e g i n n e r s  wh i le  music e d u c a to r s  advo ca te  B f l a t  ho rn s .  He su gg es te d  
t h a t  a horn  s e c t i o n  be made up of a l l  double  h or n s .  He pr e s e n te d  an 
a l t e r n a t i v e  o p t i on  by p la c in g  the  f i r s t  and t h i r d  p la y e r s  on B f l a t  
horns  and the  second and f o u r th  p l a y e r s  on F ho rn s .
A s u i t a b l e  mouthpiece can be d e s c r ib e d  as  having  a medium s iz e d  
cup d ia m e te r ,  medium s i z e d  cup volume,  a medium s i z e d  back bo re ,  and a 
medium s i z e d  r im ( F a r ka s ,  1956).  Seve ra l  examples of a medium s iz e d  
mouthpiece  inc lu de  the Ho i to n- Fa rk as  MC m ode l , the  Bach number 7 ,  and 
the  Conn number 7 .  The v a r io u s  p a r t s  o f  the  mou thp ie ce ;  the  phy s ic a l  
p r o p e r t i e s  of mout hp ie ce ,  and the r e s u l t a n t  p la y in g  c h a r a c t e r i s t i c s  
a re  e x p la in e d  by Farkas  <1956, p.  4 ) .
Tuning  the  Horn
A rev iew of the  l i t e r a t u r e  p e r t a i n i n g  to  tu n in g  the  horn  shows 
th a t  most a u t h o r i t i e s  a re  in agreement  a s  to  the  c o r r e c t  p rocedure  fo r  
tun ing  the  horn  ( S e i f f e r t ,  1974,  Rumery, 1973,  Yaw, 1967,  S i l l im a n ,  
1958) .  The in to n a t i o n  of  the  va lve  s l i d e s  a r e  not  co ns id e re d  u n t i l  
the  open horn i s  tuned .  The p la y e r  of  a s i n g l e  F horn shou ld  tune  the  
open C ' s ,  E ' s ,  and G^s. Once the  open horn  i s  tune d ,  the  second and 
f i r s t  v a l v e s  sh ou ld  be tuned  to  F sha rp  (c o n c e r t  B) and F (c o n c e r t  B 
f l a t )  r e s p e c t i v e l y .  F i n a l l y ,  tune £i f l a t  ( c o n c e r t  D f l a t ) ,  f in g e r e d  
second  and t h i r d  v a lv e s ,  by a d j u s t i n g  the  t h i r d  va lve  s l i d e  on ly .
When t un i n g  a double  horn  t h a t  has  no s e p a r a t e  s l i d e  f o r  the B 
f l a t  horn ( th e  mos t common t y p e ) ,  the  open B f l a t  horn should  be tuned 
f i r s t  to  a  t h i r d  spaced  C ( c o n c e r t  F ) . Any s l i d e  a d ju s t m e nt s  should
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be made w i th  the  main tun ing  s l i d e ,  which i s  the  s l i d e  n e a r e s t  to  the 
le a d p ip e .  Once t h i s  i s  tuned ,  the  p la y e r  shou ld  tune  the  open F s ide  
to  the  open B - fla t s id e  by p la y i ng  the  same w r i t t e n  C ( c o n c e r t  F) and 
a d j u s t i n g  one of the  open F tun ing  s l i d e s .  Tuning  the  r e s t  o f the
s l i d e s  on the  F s id e  of the  double  h o rn ,  i s  s i m i l a r  to the  procedure
used  f o r  tu n in g  the  s in g le  F hor n .  The s l i d e s  of the  B f l a t  s i de  of
the  double  horn a r e  tuned to  the  B, B f l a t ,  and A f l a t  ( c o nc er t  E, E
f l a t ,  and D f l a t ) ,  us ing  the  sec ond ,  f i r s t ,  and second and t h i r d  va lve  
co m bin a t io ns  r e s p e c t i v e l y .
A r t i c u l a t i o n
One of the  most b e a u t i f u l  c h a r a c t e r i s t i c s  o f  the  horn i s  i t s  bel 
c a n to  or s i n g i n g  s t y l e .  Legato p l a y in g  i s  one of the  most impor tant  
f a c t o r s  in making the  horn s in g ,  and should  be ta ug h t  to  b e g in n e r s  
b e f o r e  o t h e r  ty pe s  of a r t i c u l a t i o n  (Weger , 1961) .
Leoa to  pa ssa ge s  a re  n o t a te d  w i th  a s l u r .  S '* ®  fr 1 1
The i n i t i a l  no te i s  s t a r t e d  wi th  the  tongue .  The note  fo l lo w in g  the 
i n i t i a l  n o t e  i s  p iayed  w i thout  b e in g  tongued .  More s p e c i f i c a l l y ,  the  
a i r  s t r ea m  remains  s te a d y  and i s  no t  i n t e r r u p t e d  by the  tongue .  If  
the  l i p  v i b r a t i o n  s t o p s ,  even f o r  an i n s t a n t ,  d ur in g  the t r a n s i t i o n  
f rom not e  to  n o te ,  the  1eoa to  q u a l i t y  w i l l  be imp ai red ,  i f  not  
d e s t r o y e d .  Farka s  (1956) p o i n te d  ou t  t h a t  the  s l u r  should  r e s u l t  from 
the  pr ope r  use  of  the  embouchure,  no t  from a shove of  a i r .  He added 
th a t  the  tongue  i s  re s p o n s i b le  f o r  a i d i n g  in smooth s l u r s .  The use of 
the  vowels “oo-ee"  a re  u t i l i z e d  in making an upward s l u r  and the  
vowels  "ee-oo"  a re  used to  a s s i s t  a downward s l u r .  Because of the
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many d i- f- fe rent  degre es  o-f i n t e n s i t i e s  o-f "oo” and “ee ,"  a s e r i e s  of 
n o te s  can be s l u r r e d  upwards or downwards.  Howe <1966) adv oc a t es  the 
use  o-f the  l e t t e r  "H" a s  an a i d  t o  s l u r r i n g .  The i n i t i a l  p i t c h  i s  
p ronounced  wi th  a "Toe” a r t i c u l a t i o n  and the  s l u r r e d  p i t c h  i s  
a r t i c u l a t e d  "Hoo." The “H" b r i n g s  the  back o-f the  tongue  upward and 
in c r e a s e s  the  i n t e n s i t y  o-f the  a i r  s t r ea m wi th ou t  making a la r g e  
t h r u s t  o-f a i r  -from the  diaphragm.
In a d d i t i o n  to  the  tongue b e in g  an a id  to  smooth s l u r s ,  the  
tongue i s  a l s o  used to'-form the  v a r y in g  l e v e l s  o-f vowel i n t e n s i t i e s  
needed  to  produce a s in g le  no te  a t  di-f -ferent  dynamic l e v e l s  (Fox,  
1971a) .  The p o s i t i o n  o-f the tongue  changes  th roughout  an e n t i r e  
c re sc e nd o -d im in u e n d o. A louder  no t e  r e q u i r e s  a lower tongue p o s i t i o n  
and  a l a r g e r  ora l  c a v i t y .  Al though t h i s  di-f-ference i s  b ar e l y  
p e r c e p t i b l e  in the  upper r e g i s t e r  of  the  hor n ,  i t  i s  q u i t e  e v id e n t  in 
the  1-------------
Al though 1eoa to  tonguing  i s  no t  a lways  n o ta t e d  as  such ,  i t  i s  
c o n s t a n t l y  needed  when p la y i ng  melodic  p a ss a ge s  t h a t  in c o r po r a te  
s l u r r e d  and tongued no t e s .  The same vowels th a t  a r e  used t o r  s l u r r e d  
n o te s  a re  a l s o  u t i l i z e d  t o r  1eo a to  to ng u in g ,  but the  a r t i c u l a t i o n  "D" 
i s  added .  The r e s u l t i n g  s y l l a b l e s  a re  “Doo-Dee" t o r  an asc ending  
pas sage  and "Dee-Doo" t o r  a desc en di ng  passage  (F a rk a s ,  1956) .
Tonguing p r e s e n t s  a problem t o r  young b r a s s  p l a y e r s .  In some 
c a s e s ,  t h i s  p roblem can be a t t r i b u t e d  to  the t a c t  th a t  the  word 
“a t t a c k ' '  has  been given to the  p r o c e ss  by which a no t e  i s  s t a r t e d  or 
ton gued .  Te ac he rs  should  i n s t r u c t  s t u d e n t s  to  th ink  o t the  tongue not
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as  go ing  .to the  c o n t a c t  p o i n t ,  bu t r a t h e r  a s  p e t t i n g  away (Haddad,  
1968) .  Schmoll (19(50) a l s o  e xp re sse d  concern about the  way tonguing  
was be in g  ta u g h t .  The tongue a c t s  as  a va lve  t h a t  c o n t r o l s  the 
passage  o-f a i r  in to  the  horn .  Another  prominent horn p la y e r  and 
t e a c h e r  no ted  the  o b s t a c le  t h a t  the  tongue p r es e n t e d  to  young horn 
s t u d e n t s  ( O r v a l , 1977) .  He emphasized th a t  the  word " a t t ac k "  should  
be removed -from the  te ac h in g  vo ca bu la ry  on the  b a s i s  t h a t  i t  invokes a 
p s y c h ol og ic a l  -fear in s t u d e n t s .
Hos t horn t e a c h e r s  advoca te  p l a c i n g  the  t i p  o-f the  tongue behind  
the  upper  t e e t h ,  in the  same p o s i t i o n  t h a t  they  would i-f they  were to 
a r t i c u l a t e  the  l e t t e r  " T . “ A c o n t r a s t i n g  op in io n  was o-f-fered by 
P o t t a g  ( 19 47 ) .  He advoca ted  p l a c in g  the  t i p  o-f the  tongue between the  
t e e t h .
The use o-f s y l l a b l e s  i s  w id e l y  used  by t e a c h e r s  to  a s s i s t  
s t u d e n t s  in the  to nguing  p ro c e ss  (McKee, 1962) .  The s y l l a b l e s  “ taw," 
" t o o ,"  and " t e e "  a r e  used -for to nguing  in the  low,  m id dl e ,  and high  
r e g i s t e r s  r e s p e c t i v e l y .  When a r t i c u l a t i n g  the  s y l l a b l e  " taw,"  the  
embouchure mu sc les  a re  more r e l a x e d ,  the  l i p  a p e r t u r e  i s  l a r g e r ,  and 
the  lower jaw i s  a u t o m a t i c a l l y  t h r u s t  downward, which i s  an e s s e n t i a l  
• factor  when p la y i n g  in the low r e g i s t e r .  The s y l l a b l e  “ too"  r e q u i r e s  
a -firmer s e t  o-f embouchure mu sc le s ,  a s m a l le r  a p e r t u r e ,  and a  h igh er  
jaw p o s i t i o n .  When a r t i c u l a t i n g  the s y l l a b l e  “ t e e , "  the  embouchure 
mus c l es  a r e  -firm, the  ap e r tu r e  i s  sm a l l ,  the  te e t h  a r e  even,  the 
tongue i s  in the  r e a r  o-f the  upper  t e e t h  ready  to  r e l e a s e  a j e t  o-f a i r  
a t  h igh p r e s s u r e ,  and the  mouth c a v i t y  i s  now small enough to  r e s t r i c t
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the  a i r  s t re am  and he lp  produce the h igh  a i r  p r e s s u r e  needed  in the 
h igh r e g i s t e r .
Young s tu d e n t s  should  be r e q u i r e d  to  p r a c t i c e  a l l  ty pe s  o-f 
a r t i c u l a t i o n s  on the  mouthpiece a lone  (Howe, 1966) ,  Mouthpiece 
p r a c t i c e  b e n e f i t s  s t a c c a t o  and mar ca to  a r t i c u l a t i n g ,  e s p e c i a l l y  in the 
low r e g i s t e r .  S t u d e n ts  shou ld  be in s t r u c t e d  not  to  end the  sound wi th 
the  tongue  (Haddad,  1968) .
Ranoe and Endurance
Unlike  a young p i a n i s t ,  young s tu d e n t s  who p lay  b r a s s  in s t ru me nt s  
do not  have comple te a c ce ss  to  the  e n t i r e  range  o-f t h e i r  in s t r um e nt .  
Being  ab l e  to  - f a c i l i t a t e  p la y in g  in the  p r a c t i c a l  range  o-f the  horn i s  
an aqu i r ed  sk i 11.
I t  seems th a t  many s t u d e n t s  a re  o bse sse d  wi t h  e x te nd in g  t h e i r  
upper range  wi th  l i t t l e  or no emphas is on t h e i r  low r e g i s t e r .  The 
range  deve lopment  of the  young s t u d e n t  shou ld  be from 
( P o t t a g ,  1973) .
Most a u t h o r i t i e s  agre e  t h a t  the  key to  e x te nd in g  the  h igh  
r e g i s t e r  on the  horn  i s  to  deve lop  good p l a y in g  h a b i t s  in the  low 
r e g i s t e r  ( E r le nb a c h ,  1972,  Fox,  1971,  S i l l im a n ,  1962,  F a r k a s ,  1956) . 
Because c le a n  c l e a r  a t t a c k s  a re  p a r t i c u l a r l y  d i f f i c u l t  to  o b t a i n  in 
the  low r e g i s t e r ,  p r a c t i c e  in the  low r e g i s t e r  can se rv e  a s  a v e h ic l e  
to  improve a c c u r a te  a t t a c k s  over the  r e s t  of the  range  of  the  
in s t r u m e n t .  The low r e g i s t e r  can be p la ye d  well  on ly  wi th  good b r e a th  
s u p po r t  and a r e la x e d  but  f i r m  embouchure . These  two f a c t o r s  must be 
a c h ie v e d  be f or e  a t t e m p t i n g  to  p la y  wel l  in the  h igh r e g i s t e r .
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Seve ra l  methods o-f improving the  h igh  r e g i s t e r  in c lude  p r a c t i c i n g  
long  to n e s ,  p r a c t i c i n g  l i p  s l u r s ,  and p r a c t i c i n g  on the  mouthpiece  
a lo n e .  Because the  no te s  speak wi th  l e s s  r e s i s t a n c e  on the  
mout hpi ec e ,  p r a c t i c e  as  such p r e s e n t s  a more gradua l  approach to 
p la y in g  the  same n o t e s  on the  horn .  Fox (1971b) pr e s e n te d  a d e t a i l e d  
method -for ex te nd in g  the  h igh r e g i s t e r .  He po i n te d  out  t h a t  the  
embouchure c o n s i s t s  o-f two major m u sc le s ;  the  co rn e r  p a i r  o r the 
smi1 ing mus c l es  and the  middle  p a i r ,  the  pucker  mus c l es .  Too many 
young horn p l a y e r s  use  the  co rne r  mus c l es  and e x c e ss iv e  p r e s s u r e  to 
o b ta in  h igh n o te s .  The c o r r e c t  way i s  to  use the  musc les  which a re  
c l o s e r  to  the  v i b r a t i n g  mediurn, the  middle p a i r .  Fo x ' s  method 
r e q u i r e s  u t i l i z i n g  l i p  s l u r s  to  ex tend  the range  in to  the  h igh  
re g i  s t e r :
S t a r t  wi th  the  "C" t h a t  i s  one oc tave  below the w r i t t e n  
"C" o-f the S i e g f r i e d  Cal 1 ( t h i r d  space  C ) . Using only  the 
open "F" h or n ,  s l u r  C-D-E-F#-E-D-C two t i m es .  S t a r t i n g  on 
the  same “C , “ add the  next  n a tu r a l  o ve r t one  p r o g r e s s i v e l y .
T h is  sho uld  be worked up -for the  whole oc tav e  to  h igh “C."
There  a r e  n ine  n a tu r a l  o v e r t o n e s  in the complete  oc ta ve ,  
c ou n t i n g  both the  be gin nin g  and ending  ”C " ' s .  All  the  
n o te s  must be p l ay ed  in a c o n t r o l l e d ,  s te a d y  tempo. I t  
must  be done a c c u r a t e l y .  Try to  make the  t r a n s i t i o n  -from 
not e  to  no te  a s  smooth as  p o s s i b l e ,  the c l o s e r  they  a re  to  
the  q! i s sando  e f f e c t . the  b e t t e r .  C o nsc iou s ly  t r y  to  l i p  
up each not e  wi th  the  bu zz ing  a r e a  in s i de  the  mouthpiece .
Avoid r e l y i n g  on the  co r ne r  musc les  f o r  each minute  note 
c ha ng e .
S tu d e n ts  who r e l y  on the co rn er  m usc les  f o r  no te  changes 
u l t i m a t e l y  r e s o r t  to  heavy mouthpiece  p r e s s u r e  when they  need to  p lay  
in the  ex t reme h igh  r e g i s t e r .  T hi s  r e l i a n c e  on ex ce ss iv e  mouthpiece  
p re ss u r e  makes p l a y in g  sound l a bo r ed ,  re du c e s  f l e x i b i l i t y ,  hardens  the 
to ne ,  and d e c r e a se s  endurance by a t  l e a s t  h a l f  (F a r k as ,  1957),  A
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t e l l t a l e  s ig n  of a s t u d e n t  who us e s  ex c es s  mouthpiece  p r e ss u re  i s  the
impress ion  of  a mouthpiece  r im l e f t  on the  l i p s  a f t e r  p l a y in g .
Everyone  u se s  some pr es s u re  to  a c e r t a i n  de gr ee .  The s l i g h t  reddening
of the  l i p s  in the  mouthpiece a r e a  i s  q u i t e  p e r m i s s i b l e  because  i t  
r e s u l t s  from s t i m u l a t e d  b lood c i r c u l a t i o n .
One of  the  s e c r e t s  of endurance  i s  to  r e l i e v e  the pr e s s u r e  of the  
mouthpiece  a g a i n s t  the l i p s  a t  every  o p p o r tu n i t y  < Si l l i m a n,  1964) . 
Mue l le r  <1968) s t a t e d  t h a t  endurance ,  l i k e  any o th e r  te c h n ic a l  asp ec t  
o f  p l a y in g  a b r a s s  in s t r u m en t ,  must be p r a c t i c e d .  He m a in ta in e d  th a t
endurance shou ld  not  be p r a c t i c e d  when the  l i p s  a r e  f r e s h ,  but  r a th e r  
a t  the end of the  p r a c t i c e  s e s s i o n .  He adv oc a te d  p r a c t i c i n g  long,  
s low e tu d e s  w i th  modera te  volume and range  demands.  He added tha t  
p l a y e r s  sho uld  te rm in a t e  the p r a c t i c e  se s s io n  when the  l i p s  s t i l l  fee l  
good; a f t e r  a  warm down r o u t i n e  c o n s i s t i n g  of s o f t  s u s t a i n e d  note s  in 
the  low r e g i s t e r .
T ra ns po s i  t  i on
The a b i l i t y  to  t ra ns p o se  i s  a n e c e s s i t y  f o r  the  horn p la y e r  
< Farkas ,  1956) .  Al though many p u bl i s he d  e d i t i o n s  c o n ta in  horn p a r t s  
t h a t  have been t r a ns po s ed  to  F horn ,  t h e r e  s t i l l  rema ins  an abundant 
amount of l i t e r a t u r e  t h a t  w i l l  r e q u i r e  t r a n s p o s i n g  by the  horn p la y e r .
Two methods of  t e a c hi ng  t r a n s p o s i t i o n  th a t  a r e  ad voca ted  by most 
p r o f e s s i o n a l  horn p l a y e r s  and te a c h e r s  a re  t r a n s p o s i t i o n  by in te rv a l  
method and t r a n s p o s i t i o n  by c l e f  method . T r a n s p o s i t i o n  by in t e rv a l  
r e q u i r e s  the  horn p l a y e r  to  p la y  e v e r y t h in g  on the  page a 
pr ed e te rm in e d  i n te r v a l  away f rom the  w r i t t e n  p i t c h .  T h is  in te rv a l  
c or r e sp on d s  to  the  r e l a t i o n s h i p  between the  key of  the  horn p a r t  and
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an F.  In mos t ca se s  the  d i r e c t i o n  o-f t r a n s p o s i t i o n  i s  d e te rmin ed  by 
the  i n t e r v a l  n e a r e r  the  F.  For example , a p a r t  w r i t t e n  -for horn in d 
i s  t r a n sp o se d  down a minor t h i r d ;  no t  up a major  s i x t h .  For i n t e r v a l s  
o-f a -fourth and f i f t h  (horn  in C and B f l a t ) ,  the  d i r e c t i o n  of 
t r a n s p o s i t i o n  i s  down u n le s s  s p e c i f i e d  by the  composer  (horn  in C a l t o  
or B f l a t  a l t o ) .  Horn in B ( n a t u r a l )  i s  a lways  t r a n s p o s e d  down 
( F a r k a s ,  1956) .  T r a n s p o s i t io n  by c l e f  i s  p r i m a r i l y  used  for  
t r a n s p o s in g  in the  keys  of C, B f l a t  and B n a t u r a l .  An F c l e f  on the  
t h i r d  l i n e  ( b a r i t o n e  c l e f )  i s  u t i l i z e d  to  t r a n s p o s e  horn p a r t s  in C.
A C c l e f  of the  second l i n e  (mezzo-soprano  c l e f )  i s  used  to  t ra ns p o se  
horn p a r t s  w r i t t e n  in B and B f l a t  ( see  F a r k a s ,  1956,  p .  73) .
Diaonos ino  Per formance Problems
There a re  two ba s i c  ap proaches  to  te a c h in g  (Kohut ,  1973) .  The 
f i r s t  i s  t e a c h in g  through d e m on s t r a t io n ,  whereas  s t u d e n t s  le a r n  by 
i m i t a t i n g  the  t e a c h e r .  The second i s  a n a l y t i c a l  t e a c h in g ,  whereas  
i n d iv id u a l  performance  r e s u l t s  a re  an a ly z e d  and e x p la in e d  by the  
te a c h e r .  A s imple  method of d i a gno s in g  per formance  problems was 
o u t l i n e d  by Kohut (1 985 ) .  Kohut ex p la in ed  t h a t  the  te a c h e r  should  
begin  by l i s t e n i n g  to  the  s t u d e n t ' s  per fo rma nc e ,  i n i t i a l l y  
c o n c e n t r a t i n g  on mus ica l  a s p e c t s  and then c o n c e t r a t i n g  on te ch n ic a l  
a s p e c t s .  A f t e r  the  tea c h e r  has l i s t e n e d  long  enough to  make a v a l i d  
e v a l u a t i o n  of the  s t u d e n t ' s  per formance ,  one or two of  the  s t u d e n t ' s  
p r i n c i p a l  s t r e n g t h s  shou ld  be p r a i s e d .  N ex t ,  the  t e a c h e r  shou ld  
i d e n t i f y  the  s t u d e n t ' s  p r i n c i p a l  per formance  problem w i t h in  a musica l 
c o n t e x t .  The te a c h e r  shou ld  demon s t r a t e  the  c o r r e c t  way and the  
i n c o r r e c t  way,  hav ing  the  s t u d e n t  then  t r y  to  i m i t a te  the  c o r r e c t  way.
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Kohut adds  t h a t  i f  t h i s  method does  no t  so lu e  the  pr oblem,  then  the  
t e a c h e r  must  ap ply  lo g i c a l  d ed u c t i o n  and the  p r o c e s s  o-f e l i m i n a t i o n  as 
methods  -for d i a g o n o s i s  and s o l u t i o n  o-f per- formance pr o b lem s.  Te ac he rs  
s h o ul d  - f i r s t  f oc us  on co nc e p t io n  of  mu s ic a l  p h r a s i n g  and e x p re ss io n  
and  the  e le m e n ts  of  a r t i s t i c  p e r f o r m a n c e — tone  q u a l i t y ,  i n t o n a t i o n ,  
and a r t i c u l a t i o n .  Only then  s ho u ld  t e c h n i c a l  a s p e c t s  such as  
b r e a t h i n g ,  embouchure , and f i n g e r i n g  be c o n s i d e r e d .  These te c h n ic a l  
a s p e c t s  a re  the  means toward a c h i e v i n g  the  m us ica l  a s p e c t s .  Te a c he rs  
sh o u ld  no t  a l lo w  the  means to  become ends  in th e m se l v e s  (Kohut ,  1985) .
A c c u r a te  per formance  e v a l u a t i o n  must  be g i v e n  f rom the ver y  f i r s t  
l e s s o n s  <Kinyon,  1982) .  Very  young i n s t r u m e n t a l i s t s  need  a lmos t  d a i l y  
s u p e r v i s e d  p r a c t i c e ,  because  t h e r e  i s  a c r i t i c a l  f a c t o r  between 
s u c c e s s  and f a i l u r e .  T h is  f a c t o r  between s u c c e s s  and f a i l u r e  i s  b e i ng  
ab le  to  s to p  bad performance  p r a c t  i c e s  b e f o r e  th ey  become bad 
per fo rm an ce  habi  t s . A knowledge b ef o r e h a n d  of  prob le ms  t h a t  b e g i nn ing  
b r a s s  p l a y e r s  e x p e r ie n c e  i s  an im p o r t an t  a i d  t o  per form an ce  
e v a l u a t i o n .  Kinyon l i s t e d  seven  prob lem s t h a t  f r e q u e n t  young b r a s s  
p l a y e r s :  (1 )  p u f f i n g  ch e e ks ,  no t  f o c u s i n g  th e  a i r  s t r e a m ,  (2)
c le n c h i n g  t h e i r  t e e t h ,  (3 ) no t  g e t t i n g  enough upper  l i p  in the  
m o ut hp i e c e ,  (4 )  h o ld i n g  the l i p s  too  f a r  a p a r t ,  (5 )  p in c h in g  t h e i r  
l i p s  t i g h t l y  t o g e t h e r ,  (6)  no t  b low ing  w i t h  enough f o r c e ,  and (7) 
b l o c k in g  th e  a i r  w i th  the  tongue  or t e e t h .  Thes e  prob le ms  se r v e  as  
c h e c k p o i n t s  f o r  the  t e a c h e r  when the  t e a c h e r  o b s e r v e s  a problem wi th  a 
s t u d e n t ' s  to n e .
W int er  (1969) used  c he c k p o i n ts  to  d e t e c t  p rob le ms  t h a t  t e a c h e r s  
en c o u n te r  and  a l s o  p ro v id e d  s o l u t i o n s  to  t h e s e  p ro b le m s.  One of these
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c h e c kp o in ts  i s  a t i g h t  t h r o a t .  The s t u d e n t  wi th  a t i g h t  t h r o a t  i s  
easy  to  d e t e c t  because  h i s  tone  i s  t h in  and weak.  Although the  
s t u d e n t  a p pe ar s  to  be p u t t i n g  enough a i r  through the  in s t ru m e n t ,  he 
pr odu ce s  l i t t l e  -for h i s  e f f o r t s .  The s o l u t i o n  Win ter  p r ov id e s  i s  to  
have the  s tu d e n t  s in g  h i s  p a r t ,  u s in g  vowels  to  h e lp  open the  t h r o a t .
A i r  p oc ke ts  in the p l a y e r ' s  ch eeks  or  l i p s  were anot he r  o-f 
W i n t e r ' s  c h e c k p o in t s .  Ai r  poc ke ts  l i m i t  the  - funct ion of the  
embouchure m us c le s .  The s o l u t i o n  f o r  t h i s  p roblem i s  having  the 
s t u d e n t  p r a c t i c e  in f r o n t  of a  m ir r o r  and c o n c e n t r a te  on not l e t t i n g  
po c k e ts  of a i r  develop be tween the  ch eeks  and gums.
A t h i r d  ch ec k p oi n t  d e s c r i b e d  by Winter  was mouthpiece p r e s s u r e .
He s t a t e d  t h a t  mouthpiece  p r e s s u r e  u s u a l l y  b e g in s  w i th  an a t te m p t  to  
i n c r e a se  the  upper  l i m i t s  o f the  r a n g e .  P r e ss u r e  a c t u a l l y  pr ove s  to 
be h e lp f u l  in o b ta i n in g  h igh no te s  u n t i l  f a t i g u e  s e t s  in . As was 
ment ioned  p r e v i o u s l y  ( F a r k a s ,  1957) , e x c e s s iv e  mouthpiece  p r e s su r e  
g r e a t l y  r e du ce s  endurance  and,  in some c a s e s ,  can cause permenant 
damage.  The mouthpiece a c t s  as  a t o u r n i q u e t ,  c u t t i n g  o f f  the  b lood  
su pp ly  to  the  d e l i c a t e  musc le s  of the  embouchure.  Winter  l i s t e d  the  
f o l l o w in g  s i g n s  which may i n d ic a te  t h a t  a s tu d e n t  i s  p la y in g  w i th  too 
much mouthpiece  p r e s s u r e  on the  l i p s :  (1)  The s t u d e n t  de mo n s t r a te s  a
la ck  of normal endura nc e .  (2) There  i s  e xc e s s iv e  marking  of the  l i p  
when the  mouthpiece  i s  removed.  In ext reme c a se s  the  l i p  w i l l  show 
wh i te  f o r  an i n s t a n t .  (3 ) The s t u d e n t  has  a poor h igh  r e g i s t e r  and 
poor  c o n t r o l  du r in g  very  s o f t  p la y in g .  (4) The s t u d e n t  has  a “bur ied"  
look about  the mouth pie ce .  Th is  i s  not  n o t i c e a b l e  of  s t u d e n t s  wi th  
th in  l i p s .  (5 )  The l i p  s to p s  v i b r a t i n g  du r in g  s l u r r e d  pa ss a ge s .
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F ar ka s  (1954)  gave a few t i p s  to  he lp  e l i m i n a t e  the h a b i t  of 
u s in g  e x ce ss iv e  p r e s s u r e .  He advoca ted  p l a c in g  the  horn on a s h e l f  o r 
t a b l e  of he ig h t  which e na ble s  the  s t u d e n t  to  blow i n to  the  horn 
w i t h o u t  ho l d in g  i t .  Play  long open no t e s  w i th o ut  touc hin g  or  moving 
the  ho rn .  T h is  e x e r c i s e  may be very  f r u s t r a t i n g  a t  f i r s t ,  but  wi th  
p e r s i s t a n c e ,  the  s t u d e n t  can ex te nd  h i s / h e r  range  in to  the  high 
r e g i s t e r  w i t h o u t  moving the hor n .  Another  s u g ge s t io n  g iven  by Farkas  
was to  p r a c t i c e  p a r t  of the  day w i th ou t  u s in g  the  f in ge rh ook  fo r  the  
l i t t l e  f i n g e r .  Al though t h i s  does  no t a l t o g e t h e r  p re ve nt  p r e s s u r e ,  i t  
does remind  the  s tu d e n t  when p r e ss u re  oc c ur s  by p u t t i n g  unusua l s t r a i n  
on the  l e f t  hand.  A f in a l  t i p  to  he lp  avo id  bad mouthpiece p re ssu re  
i s  to  i n s i s t  th a t  the  s t ud e nt  p la y  wi th  a r e la x e d  b ic e p s  musc le  a t  a l l  
t im e s .  The l e f t  b ic e p s  muscle i s  the  c u l p r i t  f o r  a l l  mouthpiece  
p re s s u re  problems.
Mutes and Terminology
There  has  been much conf us ion  c on ce rn ing  the  te rm inology  used f o r  
mut ing  and s t o p p in g  the  horn .  T h is  co nf us i on  i s  e v id e n t  p r i m a r i l y  
because  the  te r mi nol og y  i s f r e q u e n t l y  w r i t t e n  in any of four  d i f f e r e n t  
l a ng u a g e s ,  German, French ,  I t a l i a n  and E n g l i s h .  Much of t h i s  
c on fu s io n  was c l e a r e d  up by Johnson ( 198 0) .  Johnson  p o in te d  out  the 
d i f f e r e n c e s  be tween the  two mutes ,  the  t r a n s p o s i n g  and the  
n o n - t r a n s p o s i n g  mutes ,  and he t r a n s l a t e d  much of  the  fo r e i g n  
te r mi nol ogy  to  E n gl i s h .  He added t h a t  t h e r e  were th r e e  importan t 
f a c t o r s  t h a t  a f f e c t  the  tone q u a l i t y  of  a muted  hor n .  The m a te r i a l  
used to  make the  mute and the  s i z e  of the  s id e  co rk s  a f f e c t  the 
q u a l i t y  of  the  to ne .  Another f a c t o r  i s  de te rmi ne d  by the p la y e r .
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When the  horn i s  muted,  i t  p r e s e n ts  more r e s i s t a n c e ,  th us  r e q u i r i n g  
more b r e a th  su ppo r t  -from the  p la y e r .  Johnson a l s o  o f f e r e d  a 
su g g e s t io n  -for mus ic e du c a to rs  th a t  would e na bl e  young s t u d e n t s  to 
p la y  muted  p as sag es  in the  low r e g i s t e r  more r e a d i l y .  The tone  
q u a l i t y  of muted pa ss ag es  in the low r e g i s t e r  i s  o f t e n  tubby and 
e n t i r e l y  unfoc use d .  S t ud en ts  should  be read y  to  pu l l  t h e i r  mutes  out 
s l i g h t l y  when they  reach  no te s  th a t  do no t  respond w e l l .
S to pp in g  the  horn p r e s e n t s  more of a p roblem than mut ing  the  
hor n .  Stopped  horn  i s  us u a l l y  per formed by hand mut ing  or  by us in g  a 
b r a s s  s to p pe d  mute .  Th is  mute i s  a l s o  c a l l e d  a t r a n sp o s i n g  mute .  
Whether  the  horn p la y e r  chooses  to  use the  hand or the  b r a s s  mute to 
p la y  a s top pe d  p as sa ge ,  the w r i t t e n  p a r t s  w i l l  have to  be t ra ns p os e d  
by the  p l a y e r .  What p h y s i c a l l y  happens when the  horn i s  p layed  
s t op pe d  has  been deba ted  fo r  q u i t e  some t ime ,  and as  of y e t ,  no 
d e f i n i t i v e  c o nc lu s i on  has been reached  <Johnson , 1980, Leuba,  1975, 
Mansur ,  1975,  Merewether,  1975,  Aebi ,  1974,  Henderson , 1973,  Howe, 
1973,  S e i f f e r t ,  1972).  Most a u t h o r i t i e s  agree  t h a t  the  i n s e r t i o n  of 
the  hand ca us e s  the  leng th  of tu b i ng  to  be s h o r t e n e d ,  th us  r a i s i n g  the  
p i t c h  of  the  F horn by one h a l f  s t e p .  I t  i s  impo r tan t  to  note t h a t  
h an ds t op pi ng  the  horn r a i s e s  the  B - f l a t  horn more than  a h a l f  s t e p  and 
no s u i t a b l e  f i n g e r i n g s  w i l l  work to br i n g  the  p i t c h  back to  the  
o r i g i n a l .  There  a r e ,  however,  a l t e r n a t e  f i n g e r i n g s  which a re  p o s s ib le  
f o r  s t op pe d  no t e s  in the  upper  r e g i s t e r  of the  horn ( Johnson,  1980 p. 
33) .
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H i s t o r i c a l  Background
The h i s t o r y  of the  horn  and horn p l a y in g  has  been documented in 
se v e r a l  so u r c e s .  Two of the  most comprehensive  of th e se  so u rc e s  a re  
the  books by Bruchle  and Jan e t zk y  <1976) and F i t z p a t r i c k  (1970) .  The 
Bruch 1e and Ja n e tz ky  t e x t  i s  a p i c t o r i a l  h i s t o r y  of the  horn and i t  
r e p r e s e n t s  a monumental c o l l e c t i o n  of photo gr ap hs  of ho r ns ,  p a i n t i n g s ,  
s c u l p t u r e s ,  c on c e r t  programs,  books ,  and m a n u s c r i p t s .  Whereas the  
P i c t o r a l  H is to r y  t r a c e s  the  h i s t o r y  of the  hor n ,  the  F i t z p a t r i c k  te x t  
g i v e s  a d e t a i l e d  d e s c r i p t i o n  of the  b i r t h  of horn te ch ni qu e  and the 
e a r l y  horn v i r t u o s o  p l a y e r s .
Another  t e x t  wor thy  of mention  i s  The French Horn, by 
Morley-Pegge  (19 73) .  T h is  t e x t  p r e s e n t s  the  a n c e s t r y  of both the  horn 
and i t s  t e c h ni qu e .  T ex ts  by Tuckwell  <1983) , Gregory <1961) , and a 
d i s s e r t a t i o n  by Brown <1978) a l l  co n ta in  e x c e l l e n t  c h a p te r s  about  the 
h i s t o r y  of  the  horn .
There  i s  an a lmost  u n l i m i t e d  number of a r t i c l e s  p e r t a i n i n g  to  the  
h i s t o r y  of the  hor n .  Such a comple te sur ve y  i s  out  of  the  scope of 
t h i s  s tu d y .  There  a r e ,  however,  se v e r a l  a r t i c l e s  which a re  wor thy  of 
men t i on .  Probably  one of  the  most thorough of the s e  i s  the  a r t i c l e  
which app ea rs  in the  New Grove D i c t i o n a r y  of  Music and Mus ic ia ns  
<Mor1ey -P eg g e , Hawkins,  and M erew ether , 1980) . T h is  a r t i c l e  cove rs  
the  h i s t o r y  of the  horn from i t s  p r i m a t iv e  forms  to  the  modern double 
and t r i p l e  ho rn s .  Schwe ike r t ,  who i s  p ro ba bly  one of the  foremost  
a u t h o r i t i e s  on the  h i s t o r y  of the  horn p la y e r  in the  Uni ted  S t a t e s ,  
made an impor tan t  c o n t r i b u t i o n  to  the  l i t e r a t u r e  in h i s  a r t i c l e  about 
A m e r ic a ' s  f i r s t  impor tan t  h o r n i s t  <1971) . In t h i s  a r t i c l e ,  Schweiker t
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documented the  pe r formances  of e a r l y  p r o f e s s i o n a l  horn p l a y e r s .
Another impor tan t  source  of h i s t o r i c a l  in fo rm at i on  about  the  horn i s  
the  indexed  b ib l i o g r a p h y  of p e r i o d i c a l  a r t i c l e s  by A g r e l l  <1976,  and 
1979).  Many of  the  a r t i c l e s  in A g r e l l ' s  b ib l i o g r a p h y  appe ar  in The 
Horn C a l1 . the  Jou rna l  o f  th e  I n t e r n a t i o n a l  Horn S o c i e t y .  T hi s  
jo u rn a l  i s  recommended a s  a major  so ur ce  f or  l o c a t i n g  any number of  a 
l a rg e  v a r i e t y  of  a r t i c l e s  p e r t a i n i n g  to  the  horn and horn  p la y i n g .
Li t e r a t u r e
The most  comprehens ive sour ce  c o n t a in in g  a l i s t  of  horn 
l i t e r a t u r e  and p u b l i s h e r s  i s  the  Index of  French  Horn Music (Wi lk in s ,  
1978) .  T his  index and i t s  su pp lements  l i s t  works  f o r  horn and every  
c ombina t ion  of in s t ru m e n ts  wi th  horn from horn methods  and s o l o s  to 
horn w i th  ten or  more b r a s s .  The index a l s o  c o n t a i n s  l i s t i n g s  f or  
horn and o r c h e s t r a ,  horn and band,  and vocal and cho ra l  music with 
h o r n .
Another  sourc e  of horn l i t e r a t u r e  i s  the  Br as s  P la y e r s  Guide 
( 19 87) .  T h is  mus ic  c a ta lo g u e  i s  p u b l i sh e d  by Rober t  King Music S a le s ,  
In c o r p o r a t e d  and i s  r e v i s e d  a n n u a l l y .  I t  c o n ta in s  l i s t i n g s  of music 
a v a i l a b l e  from King f or  a l l  b r a s s  in s t r um e nt s  and b r a s s  ins t rument  
co m bi na t io ns .
Br as s  Music Guide: Solo and Study M ate r ia l  in P r i n t  (^nderson
and Campbell ,  1984) i s  a e x te n s i v e  sour ce  of s o lo  and s tu d y  m at e r i a l  
f o r  a l l  b r a s s  in s t r u m e n ts .  Pa r t  One of the  Guide l i s t s  e t u d e s ,  
e x c e r p t s ,  methods ,  and s p e c ia l  s t u d i e s  f o r  each b r a s s  in s t r u m e n t .  The 
second p a r t  l i s t s  c o n c e r t o s  and c o n c e r t i n o s ,  s o n a ta s  and s o n a t i n a s ,  
s o l o s  w i th  band accompaniment ,  s o l o s  wi th  o r c h e s t r a l  accompaniment ,
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s o l o s  w i t h  p i a n o  a c c o m p a n i m e n t ,  an d  u n a c c o m p a n i e d  s o l o s  -for e a c h  b r a s s  
i n s t r u m e n t .  T h i s  i s  - fo l lo w ed  by  a  c o m p o s e r ' s  i n de x  o-f a l l  th e  
r e p e r t o i r e  i n c l u d e d  in t h e  vo lu m e .
A l t h o u g h  a  c o m p r e h e n s i v e  a n n o t a t e d  l i s t  o-f h o r n  l i t e r a t u r e  i s  no t  
a v a i l a b l e  in a  s i n g l e  s o u r c e  a t  t h i s  t i m e ,  i t  w o u l d  be a  we lcome 
a d d i t i o n  t o  t h e  l i t e r a t u r e  a v a i l a b l e  t o  m us ic  t e a c h e r s .  T h e r e  a r e ,  
h o w e v e r ,  s e v e r a l  a r t i c l e s  t h a t  ha v e  b e e n  p u b l i s h e d  t h a t  c o n t a i n  a  
s e l e c t e d  o r  p a r t i a l  l i s t i n g  o-f a n n o t a t e d  m u s i c  -for h o r n .  One su c h  
g r a d e d  l i s t  wa s  p r e s e n t e d  by  Thomson ( 1 9 6 2 ) .  T h i s  l i s t i n g  c o n t a i n s  
m u s i c  -for s o l o  h o r n ,  e n s e m b l e s ,  i n s t r u c t i o n a l  m a t e r i a l s ,  m e th o d  b o o k s ,  
o r c h e s t r a l  e x c e r p t s ,  an d  s m a l l  e n s e m b l e s  w i t h  h o r n .  Thomson g i v e s  t h e  
c o m p o s e r ,  p u b l i s h e r ,  k e y ,  an d  r a n g e  o-f e a c h  p i e c e  in t h i s  l i s t i n g .  
A n o t h e r  a u t h o r  ( B e r g s t o n e ,  197 3)  l i s t e d  s o l o s ,  s o l o  c o l l e c t i o n s ,  
m e t h o d  b o o k s ,  o r c h e s t r a l  e x c e r p t s ,  an d  s m a l l  e n s e m b l e s  w i t h  h o r n .  In 
a d d i t i o n  t o  g i v i n g  t h e  c o m p os e r  and  p u b l i s h e r  -for e a c h  p i e c e ,  t h i s  
l i s t i n g  g r a d e s  e a c h  p i e c e  a s  e a s y ,  med ium,  or  d i - f - f i c u l t .  A g r a d e d  
l i s t  o-f b r a s s  q u i n t e t  r e p e r t o i r e  w as  w r i t t e n  by  K in n e y  ( 1 9 8 0 ) .
K i n n e y ' s  l i s t  g i v e s  t h e  t i t l e ,  c o m p o s e r ,  an d  p u b l i s h e r  o-f e a c h  p i e c e  
w h i c h  h a s  be e n  c l a s s i - f i e d  in  one  o-f - f ive  g r a d e  c l  a s s i - f  i c a t  i o n s  -from 
e a s y  t o  d i - f - f i c u l t .
A d i - f - fe r e n t  a p p r o a c h  t o  p r e s e n t i n g  a r t i c l e s  a b o u t  h o r n  l i t e r a t u r e  
w a s  t a k e n  by H i l l  ( 1 9 7 9 )  an d  K l a u s m e i e r  ( 1 9 7 7 ) .  H i l l  c h o s e  to  
c l a s s i - f y  e a c h  p i e c e  -for h o r n  an d  p i a n o  by p e r i o d .  H is  c a t a g o r i e s  
i n c l u d e  e a r l y  m u s i c  ( B a r o q u e ,  p r e - M o z a r t ) ,  t h e  C l a s s i c a l  p e r i o d  
( g e n e r a l l y  t h r o u g h  th e  h a n d - h o r n  p e r i o d ) ,  th e  R o m a n t i c  p e r i o d  
( n i n e t e e n t h  c e n t u r y ,  o r  in t h a t  s t y l e ) ,  P o s t  Ro m a n t i c  ( l a t e  n i n e t e e n t h
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an d e a r l y  c o n s e r v a t i v e  t w e n t i e t h  c e n t u r y  s t y l e s ) ,  c o n s e r v a t i v e  
c o n t e m p o r a r y  ( n e o - c l a s s i c ,  q u a r t a l  , e t c . ) ,  and  c o n t e m p o r a r y  ( ne w er  
t e c h n i q u e s  an d  e f f e c t s  th r o u g h  s p a c i a l  and  g r a p h i c  n o t a t i o n ,  e t c . ) .
K 1 a u s m e ie r / s  a r t i c l e  r e v i e w e d  w ha t  sh e  b e l i e v e d  t o  be  t h e  to p  
b e g i n n i n g  h o rn  me th od  bo ok s  a v a i l a b l e .
An e v a l u a t i o n  o-f new m us ic  -for h o r n  i s  a v a i l a b l e  in  t h e  "Music  
Rev iew s"  o-f t h e  Horn Cal 1 . T h es e  a r t i c l e s  p r e s e n t  d i s c u s s i o n s  by 
m a j o r  ho rn  p l a y e r s  and  t e a c h e r s  a b o u t  s o l o  and  e n s e m b le  m us i c  -for th e  
h o r n .
S e a t i n g  th e  H o r n ( s )  in V a r i o u s  E ns e m bl e s
The  i m p o r ta n c e  o-f c o r r e c t l y  l o c a t i n g  th e  h or n  s e c t i o n  in  an 
e ns e m bl e  c a n n o t  be o v e r e m p h a s i z e d  (Norem,  1 9 6 2 ) .  Be c au s e  th e  b e l l  o-f 
t h e  h o rn  p o i n t s  b e h i n d  th e  p l a y e r  an d  t o  t h e  r i g h t ,  t h e  l o c a t i o n  of 
t h e  h orn  s e c t i o n  g r e a t l y  e f f e c t s  t h e  a c c o u s t i c a l  p r o j e c t i o n  of  t h e s e  
i n s t r u e m e n t s  and  c o n s e q u e n t l y  t h e  b a l a n c e  o f  the  e n t i r e  e n s e m b l e .  
I n s t r u m e n t a l  c o n d u c t o r s  s h o u l d  be  aware  of  th e  a d v a n t a g e s  and 
d i s a d v a n t a g e s  of  e ac h  o f  th e  d i f f e r e n t  s e a t i n g  p o s s i b i l i t i e s  
a v a i l a b l e .
Many a u t h o r i t i e s  a d v o c a t e  p l a c i n g  th e  h o r n s  in t h e  c e n t e r  o f  th e  
b a n d ,  b e h i n d  t h e  woodwinds  and  a d j a c e n t  t o  t h e  s a x e s ,  w hic h  r e l a t e  in 
t o n a l i t y  t o  t h e  ho r n  ( O t t o ,  1 9 7 1 ) .  The  h o r n s  a r e  o f t e n  r e q u i r e d  t o  
b l e n d  w i t h  th e  sa x o p h o n e s  and  lo w e r  wo odwinds  in c e r t a i n  p a s s a g e s .  
P l a c i n g  t h e  h o rn  c l o s e  t o  t h e s e  i n s t r u m e n t s ,  w hic h  u s u a l l y  f i l l  in th e  
m i d d l e  t e x t u r e s  of  th e  e n s e m b le ,  h e l p s  t o  c l e a r  up many b a l a n c e  
p r o b l e m s  a s s o c i a t e d  w i t h  t h e s e  m i d d l e  v o i c e s .  A n o t h e r  s u g g e s t i o n  i s  
t o  p l a c e  th e  h o r n s  t o  t h e  r i g h t  han d  s i d e  o f  th e  c o n d u c t o r  (Thomson,
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1985) .  T h is  s e a t i n g  i s  p r i m a r i l y  used  to  tone down a s e c t i o n  th a t  
p l a y s  w i th  a p a r t i c u l a r l y  b r i g h t  sound .  The b e l l s  o-f the  s e c t i o n  a re  
d i r e c t e d  away -from the  au dienc e .
The va lue  of chamber music in the  pu bl i c  school  band program has  
been emphas ized by se ve ra l  so u rc e s  (Robinson,  1975,  and W eer t s ,  1976) . 
One au th or  (DacKow, 1981) no ted  th a t  the per formance of chamber music 
r e p r e s e n t s  the  h ig h e s t  degree of s o p h i s t i c a t i o n  in ensemble  p la y i ng ,  
and makes s u b s t a n t i a l  t e c hn ic a l  demands on the  in d iv id u a l  p l a y e r s .
The per formance  of  chamber music  r e q u i r e s  each p la y e r  to  f u n c t i o n  as  
an i n d i v i d u a l ,  whi le  a t  the  same time c o n t r i b u t e  to  a complex group 
s o n o r i t y .  Another au th or  (Wain, 1962) even went a s  f a r  as to  say,
" the  t r a i n i n g  ga ined  f rom p la y in g  in small  ensembles i s  s u p e r io r  to 
t h a t  of  l a r g e  g r o u p s . ”
The horn  le n ds  i t s e l f  to  use  in se ve ra l  chamber grou ps ,  the  most 
popu la r  b e i ng  the  woodwind q u i n t e t ,  the  b r a ss  q u i n t e t ,  and the  horn 
q u a r t e t .  The in s t r um e n t a t i o n  of a woodwind q u i n t e t  c o n s i s t s  of a 
f l u t e ,  oboe ,  c l a r i n e t  bassoon ,  and horn .  The b r a s s  q u i n t e t  u t i l i z e s  
two t r u m pe ts ,  a hor n ,  trombone , and t u ba .  The horn  q u a r t e t ,  though 
w r i t t e n  f o r  fo u r  h or n s ,  i s  f r e q u e n t l y  p laye d  by more than  fo ur  horns  
w i th  one or  more of  the  p a r t s  be in g  doubled .
Al though th e r e  a re  s ev er a l  so u r c e s  which a d d re s s  the  problem of 
s e a t i n g  the  horn s e c t i o n  in l a r g e r  ensembles ,  t h e re  a r e  few so ur ce s  
which g ive  s e a t i n g  a r rangements  f or  small  chamber ensembles .  The 
s e a t i n g  a r rangement  of the  horn  q u a r t e t  u s u a l l y  p r e s e n t s  no problems 
to c on d u c to r s  because  the  p l a y e r s  a re  f r e q u e n t l y  a r r a ng e d  in an a rc  or
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s e m i c i r c l e  an d  a p p e a r  in a  s i m i l a r  p o s i t i o n  t o  t h e i r  l o c a t i o n  in a  
l a r g e  e n s e m b le .
The l a r g e s t  p r ob le m  - fac ing  b r a s s  q u i n t e t s  i s  th e  p o s i t i o n  o-f the  
h o rn  ( K i n n e y ,  1 9 8 0 ) .  Be ca us e  t h e  h o r n ' s  b e l l  p o i n t s  b e h i n d  t h e  p l a y e r  
t o  t h e  r i g h t ,  s e a t i n g  a r r a n g e m e n t s  a r e  d e t e r m i n e d  by th e  a c c o u s t i c a l  
p r o j e c t i o n  o-f t h i s  i n s t r u m e n t .  In  o r d e r  t o  i n c r e a s e  p r o j e c t i o n ,  th e  
ho rn  i s  p o s i t i o n e d  t o  t h e  r i g h t  o-f t h e  e n se m bl e  ( t h e  a u d i e n c e ' s  l e - f t ) .  
D e c r e a s i n g  p r o j e c t i o n  o-f th e  h o rn  may be a  m a t t e r  o-f moving  t h e  horn  
p l a y e r  t o  t h e  o t h e r  s i d e  o-f th e  e n s e m b le .
Summary
A t h o r o u g h  r e v i e w  o-f t h e  l i t e r a t u r e  r e v e a l e d  t h a t  a l t h o u g h  t h e r e  
a r e  s e v e r a l  s o u r c e s  a v a i l a b l e  w hic h  a d d r e s s  t h e  t e a c h i n g  o-f a c o l l e g e  
l e v e l  h o r n  t e c h n i q u e s  c l a s s  in a h e t e r o g e n e o u s  s e t t i n g ,  t h e r e  i s  no  
me th od  book a v a i l a b l e  w hich  a p p r o a c h e s  th e  i n s t r u c t i o n  o-f a  c o l l e g e  
l e v e l  h or n  t e c h n i q u e s  c l a s s  in  a homog eneo us  s e t t i n g .  R e s e a r c h  h a s  
shown t h a t  o v e r  a t h i r d  o-f t h e  c o l l e g e s  t h a t  o-f-fer t h e s e  c o u r s e s  do so 
in a  homog en eo us  s e t t i n g  ( H u n t l e y ,  1 9 7 5 ) .  T h er e - f o re  a  ne ed  e x i s t s  -for 
a  m e th o d  book whic h  w ou ld  - f u l - f i l l  th e  n e e d s  o-f th e  c o l l e g e  horn  
t e c h n i q u e s  t e a c h e r .  Such a  m e th o d  w ou ld  s e r v e :  ( 1)  a s  a  t e x t  -for a 
homo gen eou s  c l a s s ,  ( 2 )  a s  a  s u p p le m e n t  t o  a  t e x t  d e s i g n e d  to  te a c h  
ho rn  in a h e t e r o g e n e o u s  s e t t i n g ,  and  ( 3)  a s  a  s o u r c e  book -for horn  
s t u d e n t s ,  h or n  t e a c h e r s ,  and  p r o s p e c t i v e  and  p r e s e n t  i n s t r u m e n t a l  
m u s ic  c o n d u c t o r s .  A l t h o u g h  th e  me th o d  s h o u l d
e m p h a s iz e  t e a c h i n g  t e c h n i q u e s ,  i t  s h o u l d  a l s o  p r o v i d e  s t u d e n t s  w i t h  
m u s i c a l l y  s t i m u l a t i n g  p l a y i n g  e x a m p le s .
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R e s e a r c h  o-f t h e  c o m p e t e n c y - b a s e d  a p p r o a c h  t o  t e a c h i n g  m u s i c  h a s  
be e n  s u c c e s s - f u l  1 y a p p l i e d  t o  c o n d u c t i n g  (M adsen  an d  Y a r b r o u g h ,  1 9 8 5 ) ,  
m u s i c  t h e r a p y  ( A l l e y ,  1 9 8 0 ) ,  m u s ic  e d u c a t i o n  ( R o s e n t h a l ,  1 9 8 5 ) ,  and  
c l a s s r o o m  s k i l l s  an d  m u s i c i a n s h i p  (M o o r e ,  1 9 6 3 ) .
T h u s ,  - f o l l o w in g  a  r e v i e w  o-f l i t e r a t u r e  p e r t a i n i n g  t o  pe r - formance  
o r  c o m p e t e n c y - b a s e d  i n s t r u c t i o n  a n d  a p p l i c a t i o n s  o-f t h i s  a p p r o a c h  in 
m u s i c  e d u c a t i o n ,  an d  th e  c u r r e n t  m e th o d  b o o k s  -for t e a c h i n g  b r a s s  and  
h o r n  t e c h n i q u e s ,  a c o l l e g e  h o r n  t e c h n i q u e s  book  w as  w r i t t e n  u s i n g  t h e  
c o m p e t e n c y - b a s e d  a p p r o a c h  ( s e e  A p p e n d i x  A ) .  The  book o p e r a t i o n a l l y  
d e - f i n e s  c o g n i t i v e ,  p s y c h o m o t o r ,  an d  p e d a g o g i c a l  s k i l l s  n e e d e d  by 
p r o s p e c t i v e  i n s t r u m e n t a l  m u s i c  e d u c a t o r s  t o  s u c c e s s - f u l  1 y t e a c h  and  
d e m o n s t r a t e  h o r n  t e c h n i q u e s .
T h i s  m e th o d  book was  s u b s e q u e n t l y  u s e d  in  two h o r n  t e c h n i q u e s  
c l a s s e s  -for u n d e r g r a d u a t e  i n s t r u m e n t a l  m u s i c  e d u c a t o r s  a t  L o u i s i a n a  
S t a t e  U n i v e r s i t y  Sch ool  o-f M u s i c .  The  - f i r s t  c o u r s e  wa s  a  p i l o t  s t u d y ;  
t h e  s e c o n d ,  b e n e - f i t e d  -from i m p ro v e m e n ts  in  b o t h  t h e  t e x t  a n d  the  
a p p r o a c h .  The  - f o l l o w i n g  c h a p t e r  d e s c r i b e s  t h e  a p p r o a c h  in d e t a i l .
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CHAPTER I I  
Pr oc ed ure s
Before  the  task  o-f deve lopin g  a competency-based  approach  to  
t e a c h in g  horn te ch n iq u es  cou ld  be u n de r ta ke n ,  s p e c i f i c  c o g n i t i v e ,  
psy ch om oto r , and pedagogica l o b j e c t i v e s  had to  be d e f in e d .  Co gni t ive  
o b j e c t i v e s  were de f in e d  as a b i l i t i e s  to  r e c a l l  impor tan t  in f ormat ion  
about  p l a y i n g  and teach ing  the  horn .  These  a b i l i t i e s  were de te rmined  
from the  rev iew of l i t e r a t u r e  p e r t a i n i n g  to  p la y i n g  and te a c hi ng  the 
horn and from the  r e s e a r c h e r ' s  ex pe r ie nc e  a s  a horn t e c h n iq ue s  c l a s s  
t e a c h e r .  Cogni t iv e  o b j e c t i v e s  were a s s e s s e d  v i a  fo u r  module qu iz z e s  
and a comprehensive f in a l  exam (s ee  Appendix C f or  c o p ie s  of  q u iz z e s ) .  
S t u d e n ts  were r e q u i r e d  to  ach ie ve  an e i g h ty  p e r c e n t  c r i t e r i o n  on each 
module qu iz  befo re  be ing  ab le  to pr oceed  to  the next  module . 
Achievement  s p e c i f i c a t i o n s  f o r  the  c o g n i t iv e  f i n a l  exam were  a l s o  se t  
a t  a minimum of e i g h t y  p e r c e n t .
Psychomotor  o b j e c t i v e s  were de f in e d  as  a b i l i t i e s  to  de mons t ra te  
the  f und am en ta l s  of p l ay in g  the  hor n .  These  a b i l i t i e s  inc lude d  proper  
form at ion  of  the  embouchure,  p rop er  b r e a t h i n g ,  buzz ing  w i th  and 
wi t h o u t  the  mouthpiece ,  p la y in g  s c a l e s ,  a r p e g g i o s ,  and s imple 
e x e r c i s e s  and p ie c e s  on the horn .
Musica l examples  p ro vid ed  f o r  de m on s t r a t io n  of  psychomotor  
a b i l i t i e s  were chosen from d i f f e r e n t  s t y l e s  and p e r io d s  and were 
c o n s id e r e d  to  be both ch a l l e n g i n g  and m u s ic a l l y  s t i m u l a t i n g  to  c o l le ge  
ins t r u m e n ta l  mus ic m a jo rs .  R e p r e s e n ta t i v e  composers of  t he se  mus ica l 
examples in c lu de d  Las su s ,  Des P r e s ,  P a l e s t r i n a ,  Rameau, Mozar t ,  
Bee thoven ,  Brahms, Sc hub er t ,  R o s s in i ,  Haydn, Tchaikowsky,  and Dvorak.
48
R ep ro d u c ed  with p e rm ission  o f  th e  copyright ow n er. Further reproduction prohibited w ithout p erm ission .
Psychomotor  o b j e c t i v e s  were  a s s e s s e d  by th e  i n s t r u c t o r  v i a  
c la s s ro o m  p a r t i c i p a t i o n  and a -final p l a y in g  exam a t  the  end  o-f the 
c o u r s e .  S tu d e n ts  were he ar d  i n d i v i d u a l l y  by the  i n s t r u c t o r  in ten 
mi nu te  t ime  a l l o c a t i o n s .  T e s t  m a t e r i a l  c o n s i s t e d  o-f s c a l e s  (up to 
•four s h a r p s  and f l a t s ,  p l ay ed  one o c t a v e ) ,  a p r e p a r e d  s e l e c t i o n  
d e te rm i n e d  by the  i n s t r u c t o r ,  and a p r e p a r e d  s e l e c t i o n  of  each 
s t u d e n t ' s  c h o ic e .  Pre pa re d  s e l e c t i o n s  were  ch osen  f rom th e  mus ic  
ex amples  p r e s e n t e d  in the  method book. Achievement s p e c i f i c a t i o n s  
were  s e t  a t  a minimum of  e i g h t y  p e r c e n t .  S c o r in g  was de t e r m in e d  as  
f o l l o w s :
S c a l e s — ten  p o i n t s
Pr e p a r e d  S e l e c t i o n  (chosen  by i n s t r u c t o r ) — ten  p o i n t s  
P r e p ar e d  S e le c t i o n  (chosen  by each  s t u d e n t ) — ten  p o i n t s  
To ta l  p o s s i b l e  p o i n t s — t h i r t y
Pe da gog ic a l  o b j e c t i v e s  were  d e f in e d  as  th e  a b i l i t y  t o  tea c h  the  
h o rn .  T h i s  i nc lud ed  be ing  a b l e  to  examine  and a s s e s s  the  ach ievement  
of  p u p i l s  b e in g  taught  by the  p r o s p e c t i v e  i n s t r u m e n t a l  t e a c h e r  in a 
m i c r o l e s s o n .  Pedagogica l  o b j e c t i v e s  were a s s e s s e d  by ha vi ng  each 
s t u d e n t  t e ac h  a non b r a s s  p l a y e r  how t o  o b t a i n  a buzz and be gi nn ing  
tone  on the  h or n .  A d d i t i o n a l l y ,  each  s t u d e n t  was  r e q u i r e d  t o  tea ch  
t h r e e  te n - m in u te  p r i v a t e  m i c r o le s s o n s  to  an i n t e r m e d i a t e  le ve l  horn 
s t u d e n t  in the  loc a l  p u b l i c  school  sy s te m .  These  m i c r o l e s s o n s  were 
c on d u ct e d  a f t e r  the  s i x  weeks  p e r io d  d e s i g n a t e d  f o r  c l a s s  l e c t u r e  and 
d e m o n s t r a t i o n  and were v id e o ta p e d  f o r  o b s e r v a t i o n  a t  a  l a t e r  d a t e .  
( For  c l a r i t y ,  t h i s  s t ud y  w i l l  r e f e r  to  th e  c o l l e g e  s t u d e n t s  who 
co mp le t ed  the  horn te c h n iq u e s  c ou rs e  a s  " s t u d e n t s "  and the
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i n te r m e d ia t e  lev e l  horn s tu d e n t s  as  " p u p i l s " ) .  F ive  p u p i l s  were 
s o l i c i t e d  t o r  t h i s  s t ud y  wi th  the  he lp  o-f t h e i r  band d i r e c t o r s .  All  
p u p i l s  and s t u d e n t s  who p a r t i c i p a t e d  in t h i s  s tu d y  s i g n e d  cons en t  
■forms under the  c o n d i t i o n s  th a t  they  could  wi thdraw -from the  s tu dy  a t  
any t ime ,  t h a t  a l l  names would be w i t h h e ld ,  and the  ta p e s  would be 
e r a s e d  a f t e r  a l l  o b s e r v a t i o n s  made ( see  Appendix B>.
Each s t u d e n t  was as s i gn e d  a pupi l  to  teach  on t h r e e  s e p a r a t e  
o c c a s io n s .  S t u d e n ts  were  t o ld  th a t  each lesso n  would be compr ised  of 
t h r e e  p a r t s !  (1) p r e s e n t  the  o r ig i n a l  t a sk  ( p r e t e s t ) ,  (2 ) p r e s e n t  new 
t a s k ( s )  ( t e a c h i n g ) ,  and (3)  r e s t a t e  the o r i g i n a l  t a sk  ( p o s t t e s t ) .  
S tu d e n ts  were i n s t r u c t e d  to  pay c los e  a t t e n t i o n  to  e r r o r s  in p i t c h ,  
rhy thm,  tempo,  a r t i c u l a t i o n ,  p h r a s i ng ,  dynamics ,  and tone .
Music f o r  the le s s o n s  was s e l e c t e d  f rom the mus ica l  examples in 
the  book ( s e e  Appendix A, Col lege  Horn T e c hn iq u e s , p .  73 ) .  F ive  
p i e c e s  were s e l e c t e d  w i th  r e g a r d s  to  d i f f i c u l t y ,  and s t y l e .  S t u d e n ts  
were  i n s t r u c t e d  to  have each pupi l  p la y  the  le g a to  e x e r c i s e  f i r s t .  I f  
the  pu pi l  p la ye d  t h i s  f i r s t  example in the  p r e t e s t  and  p o s t t e s t  
p l a y i n g s  well  enough to  go on to  ano the r  p ie c e ,  each  s t u d e n t  was to ld  
to  co n t in u e  to  a no th e r  p i e c e  of g r e a t e r  d i f f i c u l t y .  I f  the pupi l  had 
a very  d i f f i c u l t  t ime  wi th  the  f i r s t  p i ec e  and i t  seemed t h a t  the  
s t u d e n t  and pupi l  were no t  g e t t i n g  anywhere,  the  s t u d e n t  was 
i n s t r u c t e d  to  co n t i n u e  to  an e a s i e r  p i e c e .  S t u d e n ts  were ca u t i o n e d  
not  to  t r y  to work on a l l  f i v e  p ie c e s .  The amount of  music they  were 
to  work on depended on the  per formance  a b i l i t y  of  the  p u p i l .  All  
d e c i s i o n s  c on c e rn in g  whether  or  not  to  co nt in ue  to  a no t h er  p ie ce  were 
made by the  s t u d e n t  and not  the  r e s e a r c h e r .
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D ev e lo pm e n t  o-f E v a l u a t i o n  Fo rms
Three  e v a l u a t i o n  -forms were deve loped  -for t h i s  s t u d y .  One -form 
was s t r i c t l y  an a t t i t u d e  e v a lu a t i o n  -form. The two re m ai n in g  -forms 
were de s ig ne d  to  e v a lu a te  the v id eo ta ped  l e s s o n s .
The per formance  e v a lu a t i o n  form was an o b j e c t i v e  form used  to 
e v a lu a t e  the  mus ica l  per formance of the  p u p i l .  D i f f e r e n t  a s p e c t s  of 
mus ica l  per formance  were d i v i d e d  in to  seven c a t e g o r i e s  and were 
e v a lu a te d  in f i f t e e n  second  i n t e r v a l s  f o r  bo th  the  p r e t e s t  and 
p o s t t e s t .  These  c a t e g o r i e s  inc lude d  p i t c h ,  rhy thm,  tempo,  
a r t i c u l a t i o n ,  p h r a s in g ,  dynamics,  and tone .  S tu d e n t s  were a l lowe d ten 
se conds  to  obs erve  beha vi or  and f i v e  seconds  to  mark a c a te g o r y  as 
be ing  c o r r e c t  o r  i n c o r r e c t .  Cor re c t  and i n c o r r e c t  marks  were then 
added up and re c or d ed  f or  the  p r e t e s t  and p o s t t e s t .  Each s tu d e n t  was 
r e q u i r e d  to have a r e l i a b i l i t y  o b se rv er  and to  p a r t i c i p a t e  a s  a 
r e l i a b i l i t y  o b se r v e r  f o r  each  le ss on  ( see  F ig ur e  1) .
A f t e r  per formance  e v a l u a t i o n  forms  were co mp le te d ,  s t u d e n t s  were 
to l d  to e v a l u a te  t h e i r  per formance as  t e a c h e r s  wi th  the  he lp  of a 
ped agogica l  e v a l u a t i o n  form.  Th is  o b j e c t i v e  form gave s t u d e n t s  an 
o p p o r t u n i t y  to  sc o re  th em selves  in each of the  th re e  p a r t s  of the  
le s s o n .  S t u d e n ts  obs erved  the mselves  per f or min g  the f o l l o w in g  
pedago gic a l  s k i l l s :  (11 p r e s e n t i n g  t a s k s  c l e a r l y ,  (2 )  g iv in g
r e i n f o r c em e n t  f o r  c o r r e c t  r e sp o n s e s ,  (3) an a l y z i n g  in c o r r e c t  
re s p o n s e s ,  (4 ) p r e s e n t i n g  new ta s k s  to  modify i n c o r r e c t  r e s p o n s e s ,  and 
(5)  o f f e r i n g  a p p r o p r i a t e  s o l u t i o n s  fo r  e l i m i n a t i n g  i n c o r r e c t  
re s p o n s e s .  These  s k i l l s  were s c or ed  f rom one to  f i v e  (one  be in g  1ow 
and f i v e  be ing  h ig h)  and added up by each s t u d e n t  and a r e l i a b i l i t y
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o b s e r v e r .  Each s t u d e n t  was r e q u i r e d  to  comple te an e v a l u a t i o n  -form 
p r i o r  to  each subseq ue nt  l esson  wi th  the  i n t e n t  t h a t  l e a r n i n g  would 
take  p l a c e  and pedagogica l  s k i l l s  would be improved in each  subsequent  
l e ss on  through o b se r v a t i o n  ( see  F igure  2 ) ,
R e l i a b i l i t y  o-f the  s c o r e s  on the  Per formance  E v a lu a t io n  -forms was 
de te rm in e d  by d i v i d i n g  the  agreements  by the  sum o-f the  agreements  
p l u s  d i s a g r e e m e n ts .  The mean r e l i a b i l i t y  s co re  was .81 .  R e l i a b i l i t y  
was c a l c u l a t e d  on the Pedagogica l E va lu a t i on  -forms by d i v i d i n g  the  
ag re em en ts  by the  sum o-f the  agreements  p lu s  d i s a g r e e m en ts .  The mean 
r e l i a b i l i t y  sco re  was .74 .
An a t t i t u d e  e v a l u a t i o n  -form was de ve loped  to  r e c e i v e  d a ta  about  
each s t u d e n t ' s  a t t i t u d e  toward  the book.  Qu es t ion s  p e r t a i n i n g  to the  
scope  o-f the  book and i t s  p r e s e n t a t i o n  were s c or e d  on a s c a le  from one 
to  - five . S tu d e n ts  were a l s o  asked t o  rank  the  te c h ni qu e s  c l a s s  book 
w i th  o th e r  t e c h ni qu e s  c l a s s  books they  may have used and w r i t e  a -few 
s e n t e n c e s  about  th in g s  they may have l i k e d  or d i s l i k e d  about  the book 
( s e e  F ig ur e  3 ) .
Development of the  modules
I n i t i a l  s t e p s  were und er taken  to  l i s t  o b j e c t i v e s  and group them 
a s  e i t h e r  c o g n i t i v e ,  psychomotor,  o r pe d a g o g ic a l .  These  o b j e c t i v e s  
were  then  grouped  in to  four  i n s t r u c t i o n a l  modules .  Once o b j e c t i v e s  
were d e f i n e d  and grouped  in t o  modules ,  compe ten c ie s  were s p e c i f i e d  and 
c r i t e r i a  were  s e t .  Thus , the  r e s u l t i n g  i n s t r u c t i o n a l  modules were 
formed.
Module I co n t a in e d  two o b j e c t i v e s .  The f i r s t  o b j e c t i v e  was to  
l e a rn  s p e c i f i c  t e c h n iq ue s  which would ena ble  s t u d e n t s  to  teach
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F i g u r e  2 . P e d a g o g i c a l  E v a l u a t i o n  Form
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Circle the number that best expresses your agreement or disagreement
with each of the statements below (1 is lew, 3 is  high)
PRETEST (Present Original Task)
1. The original task was presented c learly . 1 2 3 4 3 NA
Evaluation Form)
3. Student responses were correctly  analyzed by the teacher. 1 2 3 4 3 ra
4. The teacher gave reinforcement for correct responses. 1 2 3 4 3 NA
S. The teacher offered appropriate solutions for elim inating 
incorrect responses. 1 2 3 4 3 NA
TEACHIN8 (Present New Task(s»
1 2 3 4 3 NA
7. New tasks were given to modify incorrect responses. 1 2 3 4 3 NA
8. New tasks were given to  reinforce correct responses. 1 2 3 4 3 NA
9. The teacher avoided presenting too many new tasks. 1 2 3 4 S NA
10. The teacher gave reinforcement for correct responses. 1 2 3 4 3 NA
11. Student responses were correctly  analyzed by the teacher. 1 2 3 4 3 NA
12. The teacher offered appropriate solutions for eliminating 
incorrect responses. 1 2 3 4 5 NA
POSTTEST (Restate Original Task)
13. Uhat was the most recurring incorrect response? (Refer to  Performance
1 2 3 4 3 NA
13. The new task helped to eliminate problems found in the 
original student response. 1 2 3 4 3 NA
Id. The teacher assigned new tasks for the student to work on for 
the next lesson which were appropriate solutions for eliminating 
the most frequent incorrect responses. 1 2 3 4 3 NA
SCORE
Add up a ll numerical values.
Your score R e liab ility  Observer's score _ _ _ _ _ _ _
Your name _ _ _ _ _ _ _ _ _  R e liab ility  Observer's name ______
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F i o u r e  3 . A t t i t u d e  E v a l u a t i o n  Form
;e -from 1 through 5; 5 is high, I i 
s broad, accurate ana up-
The method re la te s  the material of th is  course to prac tical 1 2  3 4 5
application in a teaching environment.
1 2  3 4 5 
1 2 3 4 5
How well organized was the method book'’ 1 2 3 4 5
From your point of view, how adequately is instructional 1 2  3 4 5
m aterial covered?
ftre the explanations of the d ifferen t aspects of playing 1 2  3 4 5
and teaching the horn clear and understandable?
How helpful is the method book in learning the subject 1 2  3 4 5
Dn in gaining 1 2  3 4 5
1 2 3 4 5
<4) top 30 V. 
<5j top 10 Ji 
I haue no(
12. In your opinion, the method e ffec tive ly  combined the 
cognitive, psychomotor, and pedagogical aspects of horn 
playing and teaching.
13, Uhat things did you d islike  about the method book’
14. Uhat things did you like about the method book"
15. Would you recommend th is  method book to others having to 
take a horn techniques c lass?  I'ES.-ff2
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be gi nn in g  horn p u p i l s  the  fu nd amenta l s  o f p la y i n g  the  horn .  The 
second o b j e c t i v e  was to  be ab le  to  s u c c e s s f u l l y  de mo ns t r a t e  th es e  
f un da me n ta l s  to  a horn p u p i l .  The c r i t e r i a  which s t u d e n t s  would have 
to  meet in o rde r  to  s u c c e s s f u l l y  comple te Module I were  a s  f o l l ow s :
(1)  s t u d e n t s  would have to be ab le  to d em ons t r a te  the  pr op er  p la y in g  
p o s i t i o n  ( i n c l u d i n g  r i g h t  hand p o s i t i o n  in the  b e l l ) ,  d iap hr ag m at ic  
b r e a t h i n g ,  f u n c t i o n  and fo rm at io n  of the  embouchure,  and c o r r e c t  
f i n g e r i n g s  f o r  the  p r a c t i c a l  range  of the  i n s t r u m e n t ;  (2 ) s t u d e n t s  
would be ab le  to  dem ons t ra te  a c c e p ta b le  knowledge of  the  s u b j e c t  
m a t t e r  by p a s s in g ,  wi th  a sco re  of  80 p e r c en t  o r b e t t e r ,  an 
ex amin a t ion  of  the  c o n te n t ;  and (3)  s t u d e n t s  would be a b le  to 
de mo ns t ra te  ped ago gica l  a b i l i t i e s  by t e a c h in g  a non b r a s s  p l a y e r  how 
to  o b t a in  a buzz and  be gi nn in g  tone  on the  horn .
Module I I co n t a in e d  fo ur  o b j e c t i v e s .  The f i r s t  was to  be ab le  to  
s e l e c t  p r o s p e c t i v e  horn  s t u d e n t s ;  the  sec ond ,  to  be ab le  to  s e l e c t  the 
c o r r e c t  type  and make of  horn and mouthpiece  f o r  b e g i n n in g ,  
in t e r m e d i a t e ,  and advanced s t u d e n t s ;  the  t h i r d  was  to  be ab l e  t o  tune 
a horn  e f f e c t i v e l y ;  and the f i n a l  o b j e c t i v e  was to  be a b l e  to 
de mo ns t r a te  the f un da me nt a l s  o f p la y i ng  the  horn  and  m u s i c ia n sh i p  to 
s t u d e n t s .  The c r i t e r i a  which s t u d e n t s  would have to  meet in o rd er  to  
s u c c e s s f u l l y  comple te Module I I  were a s  f o l l o w s :  (1)  s t u d e n t s  would
be a b le  to  de m on s t r a t e  a c c e p ta b l e  s c a l e s  (up to  f ou r  s h a rp s  and 
f l a t s ) ,  long  to n e s ,  and s imple  e x e r c i s e s  and p i e c e s  on the  horn ;  (2)  
s t u d e n t s  would  be ab le  to  de mons t ra te  a c c e p ta b le  knowledge  of  the  
s u b j e c t  m a t t e r  by p a s s in g ,  wi th  80 p e rc e nt  or  b e t t e r ,  an examina t ion  
of the  c o n t e n t .
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Module I I I  c on ta in e d  th re e  o b j e c t i v e s .  The f i r s t  o b j e c t i v e  was 
to  l e a r n  s p e c i f i c  t ec hn iq u e s  which would enab le  the  s t u d e n t  to  
s u c c e s s f u l l y  teach  a r t i c u l a t i o n  and t r a n s p o s i t i o n  to  young horn 
s t u d e n t s ;  the  seco nd ,  to l ea rn  s p e c i f i c  t e c hn iq u es  which would enable  
the  s t u d e n t  to  s u c c e s s f u l l y  teach  young horn s t u d e n t s  how to  ex tend  
t h e i r  range  and in c re a s e  t h e i r  endur ance ;  and the  t h i r d  o b j e c t i v e  was 
to  be ab le  to  d ia gnose  per formance  problems and o f f e r  s u g g e s t io n s  for  
improved p la y i n g .  The c r i t e r i a  which s t u d e n t s  would have to  meet in 
or de r  to  comple te  Module I I I  s u c c e s s f u l l y  were a s  f o l l o w s :  <1)
s t u d e n t s  would d i v id e  in t o  p a i r s  and d iagnose  each o t h e r ' s  performance  
pr oblems,  o f f e r i n g  su g g e s t i o n s  f o r  improved p la y in g ;  and (2)  s t u d e n ts  
would a l s o  be ab le  to  demons t ra te  a cc e pt a b le  knowledge of  the  s u bj e c t  
m a t t e r  by p a s s in g ,  wi t h  a sc or e  of 80 pe rc e n t  or b e t t e r ,  an 
exa mina t ion  of  the  c o n te n t .
Module IV co n ta in e d  two o b j e c t i v e s .  The f i r s t  was to  ga in  
i n c r e a se d  knowledge  about m i s c e l la n e o us  a s p e c ts  o f  horn te a c h in g  and 
p la y in g  such as mutes  and te rmi nol ogy ,  h i s t o r i c a l  background,  
l i t e r a t u r e ,  and s e a t i n g  the horn s e c t i o n  in l a r g e  ensembles  and 
chamber ense mb les ;  and the  second ,  to  be ab le  to s u c c e s s f u l l y  teach 
b e gi n n in g  and in te r m e d i a te  le ve l  horn s t u d e n t s .  The c r i t e r i a  which 
s t u d e n t s  would have to  meet in orde r  to  s u c c e s s f u l l y  comple te  Module 
IV were as  f o l l o w s :  (1)  s t u d e n t s  would be ab le  to  de m on s t r a t e  
a c c e p t a b l e  knowledge of the  s u b je c t  m a t t e r  by p a s s in g ,  w i th  a score  of 
80 p e r c en t  or  b e t t e r ,  an examina t ion  of  the  c o n t e n t ;  <2> s t u d e n t s  
would be a b le  to  demon s t r a te  ac c e p ta b l e  knowledge of  the  s u b j e c t  
m a t t e r  by p a s s i n g ,  wi th  a scor e  of 80 p e r c en t  of b e t t e r ,  a
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comprehens ive  examina t ion  o-f the  c o n te n t  in Modules  I ,  I I ,  I I I ,  and 
IV; (3)  s t u d e n t s  would be ab le  to  demo ns t ra te  a c c e p ta b le  per formance  
o-f s p e c i f i e d  fundamenta l  e x e r c i s e s  and p ie c e s  on the  hor n ;  and (4)  
s t u d e n t s  would  be ab le  to de mons t ra te  a c c e p t a b le  t e a c h in g  s k i l l s  in 
th r e e  m ic r o t e a c h in g  l e s s o n s .
S p e c i f i c  “e n a b le r s "  were g iven  f o r  each module to  a id  s t u d e n t s  in 
a c h ie v in g  per formance  c r i t e r i a .  These e n a b l e r s  c o n s i s t e d  l a r g e l y  of 
c l a s s  l e c t u r e  and de m on s t r a t i o n .  A d d i t i o n a l l y ,  r o l e  p la y i n g  was 
conducted  in Modules I I I  and IV. Two e v a l u a t i o n  forms  were  des i gn ed  
to  a s s e s s  the pe r form ances  of bo th p u p i l s  and s t u d e n t s .  These  forms 
would be used  to observe  a pr e re c or d e d  v id e ot a pe d  m ic r o le s s o n ,  and to 
observe  s t u d e n ts ' '  pe r formance  in r o le  p la y in g  s e s s i o n s  in c l a s s .
These  forms  would a l s o  be used to  a s s e s s  s t u d e n t  competence  in t h r e e  
m ic r o te a c h in g  le s s o n s .
Apolyino the  Competency-Based approach to  a horn  te c h n iq u e s  c l a s s .
The Col lege  Horn Techniques  t e x t  ( se e  Appendix A) was used  to 
teach  two s ix-week  horn te ch ni qu es  c o u r se s  to in s t r um e nt a l  music 
e du c a t io n  majo rs  a t  Lo ui s ia n a  S t a te  U n iv e r s i t y  School of  Music.  The 
c l a s s e s ,  which were tau g h t  in a homogeneous s e t t i n g ,  c o n s i s t e d  of 
s t u d e n t s  who were in t h e i r  second or  t h i r d  year  of  t h e i r  degree 
program.  The f i r s t  cour se  se rv ed  as  a p i l o t  s t u d y .  There  were 
se ve ra l  r e v i s i o n s  made to  the des ign  of  the  c l a s s  f o l l o w in g  the  p i l o t  
s tu d y .  Most no ta b ly  were a change in the  peda gog ica l  e v a l u a t i o n  form 
( see  F ig ur e  4 f or  the  o r i g i n a l  ve rs i on  of  the  form) and th e  a d d i t io n  
of a  p r e r e c o r d e d  v id e ot a pe d  m ic r o le ss o n .  The peda go gic a l  e v a lu a t i o n  
form was changed  to  more a c c u r a t e ly  as s i g n  a sc ore  to  the  asse ssm en t .
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5?
Circle either Yes or No •for each question below.
PRETEST (Present Original Task)
1. Uas the original task presented clearly? Yes/No
2. Uhat was the most recurring incorrect response? (Refer to Performance 
Evaluation Form) _____________________________________
3. Uere student responses correctly  analyzed by the teacher? Yes/No
4. Did the teacher give reinforcement for correct responses. Yes/No
5. Did the teacher offer appropriate solutions for eliminating 
incorrect responses? Yes/No
TEACHING (Present New Task(s>)
4. Did the teacher present new tasks clearly?  Yes/No
7. Uere new tasks given to modify incorrect responses? Yes/No
8. Uere nes tasks given to reinforce correct responses? Yes/No
9. Did the teacher avoid presenting too many new tasks? Yes/No
10. Did the teacher give reinforcement for correct responses? Yes/No
11. Uere student responses correc tly  analyzed by the teacher? Yes/No
12. Did the teacher offer appropriate solutions for eliminating 
incorrect responses? Yes/No
POSTTEST (Restate Original Task)
13. Uhat was the most recurring incorrect response? (Refer to Performance 
Evaluation Form)
14. Did the teacher give reinforcement for correct responses? Yes/No
15. Did the new task help to eliminate problems found in the
original student response? Yes/No
16. Did the teacher assign new tasks for the student to work on for
the next lesson which were appropriate solutions for eliminating
the most frequent incorrect responses? Yes/No
Score one point for each yes answer.
Your Score____________   R e liab ility  Observer's Score.
Your Name  R e liab ility  Observer's Narae_
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"Yes/No" answers  were changed  and s t u d e n t s  were ab le  to  sc o re  each 
q u e s t i o n  on a s c a l e  -from one to  - five; one be in g  the  lowe s t  p o s s i b le  
sc or e  and -five be in g  the  h i g h e s t  p o s s i b l e  s c o r e .  Because  o-f an 
e x t r e m e ly  low r e l i a b i l i t y  s co re  on the  e v a l u a t i o n s  of  the  m ic r o le s so n s  
in the  p i l o t  s t u d y ,  a p re re c or d e d  v id eo ta p ed  le s s on  was added as  an 
" e na bl e r"  to  the  c l a s s  l e c t u r e  and de mo n s t r a t io n  -for Module I I I .  T hi s  
le sso n  was rev iewed by s t u d e n t s  to  tea ch  them the  - fundamenta ls o-f 
o b s e r v a t i o n  and a sse ssm e nt .  The d a ta  -from the  p i l o t  s tu d y  was not  
r e t a i n e d ,  t h u s ,  the  re main ing  p a r t  o-f t h i s  s t ud y  w i l l  dea l wi th  the  
d a t a  f rom the  second  c l a s s .
The second c l a s s  had f i v e  s t u d e n t s .  Three  of  the  s t u d e n t s  
s p e c i a l i z e d  in b r a s s  in s t r um e n ts .  The two rem ain ing  s t u d e n t s  were 
p e r c u s s i o n i s t s  and had no formal t r a i n i n g  on any wind ins t r ume nt  p r i o r  
to  t h i s  c l a s s .  The f i r s t  c l a s s  p e r i o d  was de s i g ne d  to  o r i e n t  s t u d e n t s  
to  the  competency-based  appro ac h .  Course o b j e c t i v e s  were p re se n te d  
and s p e c i f i e d  c r i t e r i a  f o r  com pl e t ing  course  r e q u i r e m e n ts  were g iven 
a t  t h i s  t i m e .  Each s tu d e n t  was a ss i g n e d  a school-owned ins t r ume nt  to  
use  th ro u g ho ut  the  d u r a t i o n  of  the  c o u r s e .  A d d i t i o n a l l y ,  s t u d e n ts  
were g iv en  a s y l l a b u s  c o n ta i n in g  g ra d in g  pr oc e d ur e s  and a su g ge s te d  
t ime  s c he du le  f o r  co m ple t ing  co urse  r e qu i r e m en ts  ( se e  Appendix C for  
s y l l a b u s  and Module Q ui z z e s) .  S tu d e n ts  were informed t h a t  they  would  
te ac h  t h r e e  m ic r o le s s o n s  t o  an in te r m e di a te  le ve l  horn pup i l  t aken 
f rom the  loc a l  school  system.  C la s se s  then c on t in u ed  t h r e e  days  a 
week f o r  the  next  s i x  weeks .  Upon com ple t ion  of  Module I ,  s t u d e n t s  
were r e q u i r e d  to  te ach  a non b r a s s  s t u d e n t  how to  o b ta in  a buzz and 
a c c e p ta b le  tone  on the  hor n .  Course co n te n t  and c l a s s  le c t u r e
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emphas ized  te a c h in g  te c h ni qu e s .  At l e a s t  f i f t e e n  mi nut es  o-f each 
c l a s s  p e r i o d  was r e se r v e d  -for dev e lo pin g  psychomotor  s k i l l s .
S tu d e n ts  began r o l e  p la y in g  in c l a s s  d u r in g  Module 111 by 
d i v i d i n g  i n to  p a i r s  and d iag no s in g  each o t h e r ' s  per formance problems.  
They a l s o  observed  a pr e re co rd ed  v id eo tap ed  mi cr o l e ss o n  and ap p l ie d  
e v a l u a t i o n  forms to  t h i s  t a p e .
Upon comple t ion  of Module IV, s t u d e n t s  ta ugh t  th r e e  m i c r o le ss o n s  
to  an in te r m e di a te  le ve l  horn s t u d e n t .  F i f t e e n  mi nutes  be fo re  
m ic r o l e s s o n s  were to  take p la c e ,  s t u d e n t s  s e t  up v id e ot a p e  equipment  
to  be used  to  re c o r d  m ic r o l e ss on s .
V i d e o ta p e s  were made us ing  a Sony T r i n ic o n  Color Video  Camera (model 
HVC-2800), a Sony camera ad aptor  c ab l e  (CMA-1010A), a Sony E l e c t r e t  
Condenser Microphone  (ECM-KI00), a JVC Color  Video C a ss e t t e  Recorder 
<HR-2650U), a JVC AC power ad ap tor  <AA P2 64 ) , and a Cha l le ng er  
(DGW/H4) t r i p o d .
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CHAPTER I I I  
R e su l t s
The purpose  o-f t h i s  s tudy  was to deve lop  a competency-based 
approach  to  t e a c hi n g  a c o l l e g e - l e v e l  horn t e c h ni qu e s  co ur se  in a 
homogeneous s e t t i n g .  Five  s t u d e n t s  were tau ght  horn t e c hn iq u es  us ing  
Col le oe  Horn Techn iqu es  ( see  Appendix A) .  S t u d e n ts  demon s t r a t ed  the  
ach ievement o-f competency  l e v e l s  in th r e e  c a t e g o r i e s :  c o g n i t i v e ,  
psychomotor ,  and pe da go g ic a l .  All  s t u d e n t s  met s p e c i f i e d  c r i t e r i a  
w i t h i n  s i x  weeks .  All  m i c r o le s s o n s  and ob s e r v a t i o n  -forms were 
comple ted  w i t h in  -four weeks a f t e r  com ple t ing  the  c o ur s e .
Data were c o l l e c t e d  from the  sc o r e s  of the fo u r  c o g n i t i v e  module 
q u i z z e s ,  one c o g n i t i v e  f i n a l  exam, a psychomotor per formance exam, and 
two o b se r v a t i o n  forms—Performance Ev a lu a t io n  form and Pedagogica l  
E v a l u a t i o n  form.  One o t h e r  dependent  v a r i a b l e  was use d— an E va lua t io n  
of Col leoe  Horn Technioues  was comple ted  by each  s t u d e n t  to  de te rmine  
s tu d e n t  a t t i t u d e  toward the t e x t .
S t u d e n t ' s  module t e s t s  were ana l yz ed  f o r  pe rc e nt a ge  of " c o r r e c t"  
mark s .  Al l  s tu d e n t s  were r e q u i r e d  to  s c o re  80 p e rc e n t  c r i t e r i o n  
b e f o r e  pro c e e di ng  to  the  next module . All  f iv e  s t u d e n t s  sco re d  above 
80 p e r c e n t  on t h e i r  f i r s t  module t e s t  and were a l low ed to  pr oceed  to 
Module I I .  The lowes t  s co re  was 80 p e r c e n t .  The h ig h e s t  sc o r e  was 92 
p e r c e n t .  The mean scor e  fo r  a l l  f i v e  s t u d e n t s  was 83 p e r c e n t .  One of 
the  f i v e  s t u d e n t s  f a i l e d  to  s co re  an 80 p e rc e n t  on the  Module II quiz  
and was r e q u i r e d  to  r e ta k e  the  qu iz  d ur in g  the  f o l l o w in g  c l a s s  pe r i o d .  
The h i g h e s t  s co re  on the quiz was 100 p e r c e n t ,  the  lowes t  sc o re  was 75 
p e r c e n t ,  and the  mean scor e  was 88 p e r c e n t .  The s t u d e n t  who had to 
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r e  t  ake the  qu iz  s c or e d  100 pe rc e n t  on h i s  second  t r y  and was then  
a l lo we d to  p ro ce ed  to  Module 111.  Thr ee  o-f the  -five s t u d e n t s  - fa i led  
to  s c o r e  80 p e r c e n t  on the  t h i r d  module q u i z .  The h ig h  sc or e  was 100 
p e r c e n t ,  the  low sc o r e  was  62 p e r c e n t ,  and the  mean s c o r e  was  77 
p e r c e n t .  All  t h r e e  o-f the  r e t a k e s  s c o r e d  aboue an 80 p e r c e n t  du r i ng  
the  ne xt  c l a s s  p e r i o d  and were a l low ed  to  pro c ee d  to  Module IV. All  
•fiue s t u d e n t s  sc o r e d  aboue 80 p e r c e n t  on the  - fourth module q u i z .  The 
h igh  s c o r e  was 100 p e r c e n t ,  the  low s c or e  was 87 p e r c e n t ,  and the  mean 
sc o r e  was 95 p e r c e n t .  All  -fiue s t u d e n t s  sc o r e d  aboue  an 80 p e r c e n t  on 
the  -final comprehens iue  c o g r i i t iu e  exam. The h igh  s c o r e  was  98 
p e r c e n t ,  the  low sc or e  was 81 p e r c e n t ,  and the  mean s c o r e  was 90 
p e r c e n t  <see Ta ble  1) .
Al l  -fiue s t u d e n t s  a c h i e u e d  competency l e u e l s  on the  psychomotor  
■final exam. The h ig h e s t  sc or e  was 97 p e r c e n t .  The low es t  s co re  was an 
80 p e r c e n t .  The mean sc o r e  was 88 .5  p e r c e n t .
Tab le  1
Pe r c e n t a o e s  o-f C o o n i t iu e  Comoetenc i e s  Ach i eued
S tu d e nt Module
I
(Ret ak e)
I I  I I I




1 84 92 100 100 98
2 92 75 (100) 85 100 90
3 88 92 69 (100) 100 88
4 80 92 69 (92) 87 93
5 80 100 62 (92) 87 81
Mean 
Sc ore 83 88 (100)  77 ( 9 4 .6 ) 94 . 8 90
R ep ro d u c ed  with p e rm ission  o f  th e  copyright ow n er. Further rep rod uction prohibited w ithout p erm ission .
64
A c h ie v e m en t  s p e c i f i c a t i o n s  f o r  t e a c h i n g  a  non  b r a s s  p l a y e r  how to  
p r o d u c e  a b uz z  and  b e g i n n i n g  tone  on th e  h o r n  w e re  s e t  a t  “ p a s s ” or  
" f a i l . "  A l l  f i v e  s t u d e n t s  wer e  a b l e
to  s u c c e s s f u l l y  p e r f o r m  t h e  d e s i g n a t e d  t a s k  an d  w er e  g i v e n  a  " pa ss "  
g r a d e .
S t u d e n t  and  r e l i a b i l i t y  o b s e r v e r  s c o r e s  f ro m  t h e  P e d a g o g i c a l  
E v a l u a t i o n  f o r m s  we re  t o t a l e d  and  a v e r a g e d  t o  d e t e r m i n e  i f  s t u d e n t s  
met e s t a b l i s h e d  c o m pe t e n c y  l e v e l s  in th e  m i c r o l e s s o n s .  None of  th e  
f i u e  s t u d e n t s  a c h i e v e d  a  c o m pe te n c y  l e v e l  o f  80 p e r c e n t  o r  b e t t e r  on 
t h e  f i r s t  v i d e o t a p e .  The h i g h e s t  mean p e r c e n t a g e  s c o r e  was  7 7 . 9  
p e r c e n t .  The l o w e s t  mean p e r c e n t a g e  s c o r e  was  <52.1 p e r c e n t .  The mean 
p e r c e n t a g e  s c o r e  o f  a l l  f i v e  s t u d e n t s  on t h e  f i r s t  v i d e o t a p e d  
m i c r o l e s s o n  w as  68 p e r c e n t .  The s c o r e s  f r om  th e  s e c o n d  v i d e o t a p e d  
m i c r o l e s s o n  show ed some i m pr ove me nt .  Only  one  o f  th e  f i v e  s t u d e n t s  
s c o r e d  a  mean p e r c e n t a g e  s c o r e  above  80 p e r c e n t .  The  h i g h e s t  mean 
p e r c e n t a g e  s c o r e  was  82 .1  p e r c e n t .  The l o w e s t  mean p e r c e n t a g e  s c o r e  
was  75  p e r c e n t .  The mean p e r c e n t a g e  s c o r e  o f  a l l  f i v e  s t u d e n t s  on the  
se c o n d  v i d e o t a p e d  m i c r o l e s s o n  was 7 7 . 5  p e r c e n t ,  w hi c h  w as  n e a r l y  te n  
p e r c e n t a g e  p o i n t s  h i g h e r  t h a n  t h e  mean p e r c e n t a g e  s c o r e  of  t h e  f i r s t  
m i c r o l e s s o n .  A l l  f i v e  s t u d e n t s  s c o r e d  a  mean p e r c e n t a g e  s c o r e  above  
80 p e r c e n t  on th e  f i n a l  v i d e o t a p e d  m i c r o l e s s o n .  The  h i g h e s t  mean 
p e r c e n t a g e  s c o r e  was  9 1 . 5  p e r c e n t .  The l o w e s t  mean p e r c e n t a g e  s c o r e  
was  8 0 . 0  p e r c e n t .  The  mean p e r c e n t a g e  s c o r e  o f  a l l  f i v e  s t u d e n t s  on 
t h e  f i n a l  v i d e o t a p e d  m i c r o l e s s o n  was  8 4 . 0  p e r c e n t  <see  T a b l e  2 ) .
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Mean P e r c e n ta g e s  o-f Pedagogica l  Competencies  Achieved
65
Student
E s ta b l i  shed 
Cr i t e r  i a
B as e l i ne  Competency 
( F i r s t  V id eotape)
Competency Level 
Achieved  (F ina l  
Vi deota pe )
A 80X 62.  IX 80.  OX
B 80)' 70.  OX 82.3%
C BOX 6 4 . 3X 83.  OX
D 8 OX 6 5 . 7X 83.  IX
E SOX 77.9% 9 1 . 5 /
Mean p e rc e n ta g e s  o-f c o r r e c t  p u p i l s '  r e sp o n se s  on the  Per-formance 
E v a l u a t i o n  -forms were c a l c u l a t e d  in each c a te go r y  o-f musical  
per-formance -for p r e t e s t s  and p o s t t e s t s .  P r e t e s t  s c o r e s  were then 
s u b t r a c t e d  -from p o s t t e s t  s c o r e s  to  de te rm ine  i-f any g a in s  or  l o s s e s  
were made be tween t e s t s .  Mean s c o r e s  -for the  - f i r s t  m ic r o l e ss on  showed 
the  h ig h e s t  ga in s  made in tempo ( + 2 2 .2 ) ,  -followed by ph r a s i n g  (+ 1 4 .8 ) ,  
rhythm ( + 1 1 .7 ) ,  dynamics  ( + 11 .6 ) ,  and tone  ( + 2 . 5 ) .  A l o s s  oc cu r r ed  in 
p i t c h  ( - 1 5 .5 )  and a r t i c u l a t i o n  ( - 2 0 . 9 ) .
The h i g h e s t  g a in s  -for the  second  m ic r o le s s o n  were  a l s o  made in 
tempo (+ 4 0 .2 ) .  Other g a in s  occured  in rhythm (+ 3 5 .6 ) ,  p hr a s i n g  (+24) ,  
dynamics ( + 1 3 .8 ) ,  a r t i c u l a t i o n  ( + 7 .5 ) ,  and p i t c h  ( + 4 . 3 ) .  The only 
p e r c e n ta g e  l o s s  between p r e t e s t  and p o s t t e s t  in t h i s  m ic ro le ss o n  
occu re d  in tone  ( - 1 . 2 ) .
Mean s c o r e s  -for the  t h i r d  m ic ro le sso n  showed the  h ig h e s t  ga in s  in 
a r t i c u l a t i o n  ( + 2 6 .3 ) ,  -followed by rhythm ( + 2 2 .3 ) ,  tempo (+14 .3) ,  p i tc h


















Mean P e r c e n t a g e s  of  C o r r ec t  P u p i l s '  Re sponses  and Gains  From P r e t e s t s  
and P o s t t e s t s
M i c r o l e s s o n  1 M i c r o l e s s o n  2  M i c r o l e s s o n  3
Category P r e t e s t P o s t t e s t Gai n/Loss P r e te s t Post t e s t Gai n/Loss P r e t e s t : P o s t t e s t Gai n/Loss
Pi tch 43.8 28.3 -1 5 .5 42.9 47.2 +4.3 25 .9 34.6 ♦ 8 .7
Rhythm 31.1 42 .8 + 11.7 27.9 63.5 +35.6 47.1 69.4 + 22.3
Tempo 48.3 71.5 +22.2 31.4 71 .6 +40.2 47.6 61.9 ♦ 14.3
A r t i c u l a t ion 31 .3 60 .4 -2 0 .9 61 .9 69.4 +7.5 53.6 79.9 + 26.3
Phra s ing 57 .5 72.3 + 14.8 54.6 78.6 +24.0 86.7 82 .5 -4 .2
Dynamics 8 .0 19.6 + 11.6 31.6 45.4 + 13.8 30.0 25.8 -4 .2
Tone 58.<5. 61.1 + 2 .5 44.5 43.3 - 1 . 2 64 .5 67.0 +2.5
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<+ 8.7) ,  and tone  (+ 2 .5 ) .  Losses  were obse rv ed  in bo th p h r a s i n g  <-4 .2)  
and dynamics <-4 .2)  ( see  Table  3 ) .
Mean p er ce nt ag e  o-f c o r r e c t  p u p i l s '  r e s p o n s e s  -from the p r e t e s t  o-f 
the  - f i r s t  mi c ro le s s on  were compared to  the  mean p er c e n t a ge  of  c o r r e c t
re s p o n s e s  f rom the  p o s t t e s t  of  the  t h i r d  m ic r o le s s o n .  The l a r g e s t
g a in s  were  made in rhythm ( + 38 .3 ) ,  fo l l ow ed  by p h ra s i n g  (+ 2 5 . 0 ) ,
dynamics (+17.8) , tempo (■+13.6) ,  and tone  ( + 8 . 4 ) .  Losses  were
obse rve d  in a r t i c u l a t i o n  ■( - 1 .4 )  and p i t c h  ( - 9 . 2 )  ( se e  Table  4) .
Sc or es  fromi the  A t t i tude Ev al ua t io n  Form were t o t a l e d  and o iven
p e r c e n ta g e s .
Table  4
Mean Pe rc e n ta oe of  P u o i l s '  Gains  From Pre  F i r s t  M icr o le sso n  to  Pos t
Th i r d  Mic ro le sson
Ca teaory Pre F i r s t Pos t  T h i r d  Gain /Loss
Pi tch 43 .8 34 .6  - 9 .2
Rhythm 31.1 69.4  +38 .3
Tempo 48.3 61 .9  +13.6
A r t i c u l a t i o n 81 .3 79 .9  - 1 .4
Phras i  ng 57 . 5 82 .5  +25.0
Dynamics 8 .0 25 .8  +17 .8
Tone 58.6 67.0 +8.4
Stu de nt  a t t i t u d e  toward  the te x t  was g e n e r a l l y  f a v o r a b l e .  The te x t  
r e c e i v e d  fa v o ra b l e  per ce nta ge  s c o r e s  ra n g i n g  f rom 80 p e r c e n t  t o  95 
p e r c e n t .  The mean perce nta ge  sc ore  was 90 p e r c e n t .
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I tem t h i r t e e n  on the  e v a l u a t i o n  ■form asked s t u d e n t s  to  l i s t  
a n y th in g  t h a t  they  d i s l i k e d  about  the  t e x t .  The - fo llowing a re  the  
s t u d e n t ' s  answers  to  item t h i r t e e n :
Some s e c t  ions  might  be d i f f i c u l t  to  grasp  ba sed  only  
on the  in fo rma t io n  in the  t e x t  <ie fo rm a t io n  of 
em bouchure) .
Needs more i l l u s t r a t i o n s  of  embouchure [and!  f a u l t y  
p l a y i n g  h a b i t s .
I tem f o u r t e e n  asked  s t u d e n t s  to  l i s t  t h i n g s  th ey  e s p e c i a l l y  l i k e d  
a bout  the  t e x t .  These  comments were as  fo l lo w s:
T o pi c s  were cove red  in as  c on c i se  a manner as  
p o s s i b l e  w i t h o u t  d i g r e s s i n g  i n to  u nn ec es sa ry  
informat  i o n .
I l i k e d  the  or g a n iz e d  p r e s e n t a t i o n  of the  m a t e r i a l .
I t  was co nc is e  and in f or m a t iv e .
P r e s e n t s  b a s i c s  c l e a r l y  and in an u n d e r s ta n d ab le  
format.
I t  was  q u i t e  wel l  o r ga ni z ed .
I tem f i f t e e n  asked  s t u d e n t s  i f  they  would recommend t h i s  t e x t  to  
o t h e r s  having  to  take a horn tec hn iq u e s  c l a s s .  Al l  f i v e  s t u d e n t s  
r esponde d  w i th  a " y es ” answer .
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D is c u ss io n
R e s u l t s  -from t h i s  s t ud y  in d i c a t e d  t h a t  Co l le g e  Horn Te ch ni qu es  
was  an e f f e c t i v e  t e x t  f o r  t e a c h in g  horn te c h n i q u e s  to  in s t r u m e n t a l  
music  e d u c a t i o n  m a j o r s .  Moreover ,  r e s u l t s  showed t h a t  the 
co mp e te nc y- ba se d  ap proach  was an e f f e c t i v e  method of t e a c h i n g  horn  
t e c h n i q u e s .  Data  showed t h a t  s t u d e n t s  d id  e f f i c i e n t l y  change t h e i r  
t e a c h i n g  s k i l l s  by o b se r v in g  the m se lve s  v i a  v id e o ta p e  and by t a k in g  
d a t a  th ro ug h s y s t e m a t i c  o b s e r v a t i o n .
Al tho ug h th e  scope  of t h i s  s t u dy  was to  d e te rm in e  i f  s e l f  
a ss e ss m e n t  and s y s t e m a t i c  e v a l u a t i o n  would e f f e c t i v e l y  change 
s t u d e n t / p u p i l  b e h a v i o r ,  i t  was i n t e r e s t i n g  to  ob se rv e  the e f f e c t  t h i s  
appr oa ch  had on pu p i l  b e h a v io r .  The d a t a  i n d i c a t e d  t h a t  p u p i l s  
a c t u a l l y  r e a l i z e d  a l o s s  in p i t c h  ac c u ra c y  f rom the  p r e t e s t  of 
m i c r o l e s s o n  one to  the p o s t t e s t  of  the  f i n a l  m i c r o l e s s o n .  Thus ,  the  
d a t a  would  seem to  con f i r m what many horn t e a c h e r s  a l r e a d y  know; t h a t  
p i t c h  a c c u ra c y  i s  the  most  d i f f i c u l t  mus ic a l  a s p e c t  t h a t  young horn 
s t u d e n t s  w i l l  have  to  l e a r n .  A d d i t i o n a l l y ,  th e  d a ta  seems to  su g g e s t  
t h a t  r hy th m ic  a c c u r a c y  i s  the  e a s i e s t  mus ic a l  a s p e c t  t h a t  young 
s t u d e n t s  w i l l  have to  a c q u i r e .  U n f o r t u n a t e l y ,  th e r e  were  too  many 
v a r i a b l e s  l e f t  u n c o n t r o l l e d  in t h i s  s t udy  to  make such a ssu mp t io ns  
w i t h  c o n f i d e n c e .  I t  may be t h a t  s t u d e n t s  were  a b le  t o  d e t e c t  e r r o r s  
in rh y t hm ic  a c c u r a c y  more r e a d i l y  than e r r o r s  in p i t c h  a c c u r a c y ,  and 
th u s  s p e n t  more t ime  t r y i n g  to  improve rhy th m ic  d e f i c i e n c i e s .  Data  
f rom the  f i r s t  two m i c r o l e s s o n s  would seem to  c on f i r m  t h i s  bec ause  
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p r e t e s t  s c o r e s  were a t  l e a s t  t en p er ce nt ag e  p o i n t s  lower in rhythmic 
ac c ur a c y  than  in p i t c h  ac curacy .
A compari son  o-f Colleoe  Horn Tech ni qu es  wi th  o th e r  le a d in g  method 
books a v a i l a b l e  -for a he te ro gen eou s  b r a s s  c l a s s  shows t h a t  Col leoe  
Horn Tech ni qu es  i s  more comprehensive  than the  methods c u r r e n t l y  be ing 
used  to  te ac h  horn  te ch ni qu es  c l a s s e s .  Learn ing  to  Teach  Throuoh 
PI ay ino  ( M ue l l e r ,  1968) ,  which was -found to  be the  most  w ide ly  used  
method book a v a i l a b l e  (Hunt ley ,  1975) la c k s  in f orm at ion  p e r t a i n i n g  to 
s e l e c t i o n  of  s t u d e n t s ,  p roper  ca re  and main tenance  pr o c e d u r e s ,  makes 
and models  of ho r n s ,  and tun ing  the horn .  These  t o p i c s ,  which a re  
c o n s i d e re d  e s s e n t i a l  to  tea ch ing  the  hor n ,  a r e  covered  th or oug hl y  in 
Col l eoe  Horn T e c h n iq u e s . Five o th er  method  books a v a i l a b l e  f o r  use in 
a b r a s s  te c h n iq u e s  c l a s s ,  Guide to  Teaching  Brass  (Hunt ,  1968),  Brass  
Ensemble Method (Hunt ,  1968) , P lay in o  and Teaching  Brass  In s t r um en ts  
(Winslow and Green , 1961),  The Brass  In s t r um e nt s  (W i n te r ,  1969) ,  and 
B ra ss  Ensemble Method f or  Music Educ a tor s  (Zorn , 1977) ,  a l l  l ack 
impor tan t  in fo rm at ion  t h a t  i s  c on s i d e r e d  e s s e n t i a l  to  te a c h in g  horn 
e f f e c t i v e l y .  Common to p i c s  omi t te d  f rom th e se  books inc lude  
i n fo rm at ion  about  mut i ng ,  s topped  hor n ,  t r a n s p o s i t i o n ,  l i t e r a t u r e ,  and 
ty p e s  and models  of  hor ns .  More im p o r ta n t l y ,  however,  i s  the  f a c t  
t h a t  a l th o u gh  th es e  method books c o nt a in  a c c u r a te  in f o rm a t io n  about  
c o g n i t i v e  and psychomotor  co nc ep ts  of  the  h o rn ,  th e y  lack  pedagogica l 
c o n s i d e r a t i o n s  t h a t  mus ic e d u ca to rs  may f ac e  on a d a i l y  b a s i s .
C ol leoe  Horn Techn ique s  f i l l s  t h i s  impor tan t  vo id  w i th  a la rg e  s e c t i on  
on d ia gn o s i ng  per formance  problems.  Moreover,  the  competency-based
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de s ig n  o-f the  book and tea c hi n g  method recommended r e q u i r e s  s t u d e n t s  
to  i n v e s t i g a t e  and de mons t ra te  te a c h in g  te c h n iq u e s  which may provid e  
them w i th  the  - f i r s t  "hands  on" t e a c h in g  e xp e r ie n c e  o-f t h e i r  t e ac h er  
tr-ai n i ng program.
Col lege  Horn Techniques  may a l s o  se rv e  as  a  supplement  to  a br ass  
c l a s s  ta u g h t  in a he te r oge ne ou s  s e t t i n g  or a s  a sou rc e  book -for horn 
s t u d e n t s ,  horn  t e a c h e r s ,  and p r o s p e c t iv e  or p r e s e n t  ins t r um en ta l  music 
t e a c h e r s .  The method a l s o  d emo ns t ra ted  i t s  e f f e c t i v e  use f o r  t ea ch in g  
a c ou rs e  which  may not  p rovide  a s u f f i c i e n t  amount of  c l a s s  t ime on 
each i n s t r u m e n t .  Th is  s tudy  was comple ted  in ten  weeks.  Cl a ss  time 
was l i m i t e d  to  th r e e  one-hour  c l a s s e s  per  week f o r  a s i x  week pe r i o d .  
Four  a d d i t i o n a l  weeks were used to  teac h  m ic r o le s s o n s  and a s s e s s  
s t u d e n t  per formance v ia  e va lu a t i o n  forms .
R e s u l t s  from t h i s  s tudy  and p r e v i ou s  r e s e a r c h  in competency-based  
i n s t r u c t i o n  in d i c a te d  t h a t  t h i s  approach would be an e f f e c t i v e  method 
of  t e a c h in g  o th e r  secondary  ins t ru men t  c o u rs e s ,  e i t h e r  in a 
homogeneous or  a he te ro ge ne ous  s e t t i n g .  A d d i t i o n a l  r e s e a r c h  up d at i ng  
the  d a t a  found  in H u n t l e y ' s  survey  of 1976 i s  needed  to  de te rmine  how 
t h e s e  c l a s s e s  a re  p r e s e n t l y  be in g  t au ght  and what  i s  the  c u r r e n t  r a t i o  
of  homogeneous c l a s s  s e t t i n g s  to  he te ro ge neo us  c l a s s  s e t t i n g s .  A 
r e p l i c a t i o n  of  t h i s  s tu dy  in a he t e r og en eo us  c l a s s  s e t t i n g  may reve a l  
more s t a t i s t i c a l l y  s i g n i f i c a n t  s t u d e n t  g a in s  because  of  a l a r g e r  
number of s u b j e c t s .  Another  s ug g e s t i o n  f o r  a d d i t i o n a l  r e s e a r c h  i s  to  
mix v er ba l  "observe"  and " r ec or d"  cue s  in to  the  v i de ot a pe  sound t r a c k .  
T h is  would e l i m i n a t e  some of  the  guesswork of knowing e x a c t l y  when to
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b e g i n  and  en d  t i m e d  i n t e r v a l s  d u r i n g  r e p e a t e d  o b s e r v a t i o n s  o-f th e  same 
t a p e ,  t h u s  i m p r o v in g  o b s e r v e r  r e l i a b i l i t y .
The  im p o r ta n c e  o-f o b t a i n i n g  in p u t  -from e x i s t i n g  i n s t r u m e n t a l  
e d u c a t o r s  c a n n o t  be  o v e r e m p h a s i z e d .  The  d a t a  p r o v i d e d  by  t h e s e  
t e a c h e r s  w o u ld  h e l p  r e s e a r c h e r s  p i n p o i n t  d e - f i c i e n c i e s  in t e a c h e r  
t r a i n i n g  p r o g r a m s .  D a ta  may be  o b t a i n e d  v i a  a s u r v e y .  T e a c h e r s  wo uld  
be a s k e d  t o  id e n t i - f y  g a p s  in t h e i r  knowle dge  o-f a  p a r t i c u l a r  
i n s t r u m e n t  o r  w e a k n e s s  in t h e i r  t e a c h i n g  a b i l i t y  t h a t  t h e y  -feel c o u l d  
be  a t t r i b u t e d  t o  i n a d e q u a t e  t r a i n i n g  on t h a t  p a r t i c u l a r  i n s t r u m e n t .  
T h u s ,  c r i t e r i a  c o u l d  be  s e t  in - fu t ur e  i n s t r u m e n t a l  t e c h n i q u e s  c o u r s e s  
t h a t  w ou ld  s t r e n g t h e n  c o m pe te n c e  l e v e l s  -for t h a t  p a r t i c u l a r  
i n s t r u m e n t .
The  r e s u l t s  o-f th e  s t u d y  a r e  m e a n i n g f u l  n o t  o n l y  in t h e  f a c t  t h a t  
t h e y  r e p r e s e n t  s u p p o r t i v e  d a t a  f o r  p r e v i o u s  r e s e a r c h  in b e h a v i o r a l  
a s s e s s m e n t  t h r o u g h  s e l f - o b s e r v a t i o n ,  b u t  t h a t  t h i s  m e t h o d o l o g y  h a s  a 
p l a c e  in a p p l i e d  m u s i c a l  a r e a s .  T r a d i t i o n a l l y ,  a p p l i e d  i n s t r u c t i o n  i s  
g i v e n  t h r o u g h  th e  a d v i c e  and  g u i d a n c e  of  a  d i s t i n g u i s h e d  
a r t i s t - p e r f o r m e r . In f a r  t o o  many i n s t a n c e s ,  t h e s e  g r e a t  p e r f o r m e r s  
a r e  n o t  p r o f i c i e n t  a t  t e a c h i n g  t h e i r  c r a f t .  A d d i t i o n a l  r e s e a r c h  
e x a m i n i n g  c o m p e t e n c y - b a s e d  m e th o d o l o g y  s h o u l d  c o n t i n u e  in  a p p l i e d  
m u s i c a l  a r e a s .
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INTRODUCTION
Co l le ge  Horn T ec h ni qu es  was de ve loped  to - f i l l  a need -for a method 
t o  te a c h  horn  t e c h n i q u e s  in a homogeneous c l a s s .  Al though t h i s  book 
was d e s ig n e d  -for use  in a homogeneous s e t t i n g ,  i t s  use a s  a 
su p p le m e n ta r y  t e x t  in a he te ro ge n e o us  c l a s s  would  prove  to  be q u i t e  
benef  ic i a l  .
Unl ike  t r a d i t i o n a l  t e c hn iq u e s  c o u r s e s ,  which  emphas ize  co urs e  
c om pl e t io n  as  a  s u f f i c i e n t  c o n d i t io n  -for p a s s i n g  the  c l a s s ,  t h i s  
method e m ph as ize s  d em o ns t ra ted  per-formance o-f s p e c i f i c  c o g n i t i v e ,  
psy ch om oto r ,  and peda gog ic a l  s k i l l s  as  the  main c r i t e r i a  f o r  p a s s in g  
the  c l a s s .  T h i s  co m pe tency-based  approach  t o  t e a c h i n g  hor n  te c h n iq u e s  
i s  i n te n d e d  t o  dev e l op  s p e c i f i c a l l y  d e s c r ib e d  knowledge ,  s k i l l s ,  and 
b e h a v i o r s  t h a t  w i l l  en a bl e  a te a c h e r  to  meet pe r f ormance  c r i t e r i a  as  
an i n s t r u m e n ta l  music  te a c h e r .
Upon co m p le t io n  of  a l l  r e q u i r e d  c o m pe te nc ie s ,  each s t u d e n t  w i l l  
a s s e s s  C ol le oe  Horn Te ch ni qu es  by c om ple t in g  an a t t i t u d e  e v a l u a t i o n  
form.  T h i s  a l l o w s  each s t u d e n t  to  g ive  fe ed ba ck  and o f f e r  inpu t  f o r  
f u t u r e  c l a s s e s .
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M o d u le  1
O b j e c t i v e s :
1.  To  l e a r n  sp e c i - f i c  t e c h n i q u e s  wh ic h  wi  11 e n a b le  s t u d e n t s  t o  
tea ch b eg in n in g  horn s t u d e n t s  the  - fundamenta ls  o-f p l a y i n g  th e  
h o r n .
2 .  To be ab l e  to  s u c es s- f u l l y  d em o n s tra te  the  - fundamenta ls  o-f 
p l a y i n g  the  horn t o  a b e g in n in g  horn s t u d e n t .
Competenc i es :
1 .  S t u d e n t s  w i l l  be a b l e  t o  de mo n s tra te  the  - fo l l o w in g  s k i l l s :
a .  p ro p er  p l a y i n g  p o s i t i o n  ( i n c l u d i n g  r / h  p o s i t i o n  in b e l l )
b .  d i a p h ra g m a t ic  b r e a t h i n g
c .  f u n c t i o n  and f o r m a t i o n  o f  the  embouchure
d.  c o r r e c t  f i n g e r i n g s  ( p r a c t i c a l  ra ng e )
2 .  S t u d e n t s  w i l l  be a b l e  to  dem o n s tra te  a c c e p t a b le  knowledge of
t h e  s u b j e c t  m a t t e r  by p a s s i n g ,  w i t h  80 ’/ . or  b e t t e r ,  an
i n c l a s s  e x a m in a t io n  o f  the  c o n t e n t  in Module I .
3 .  Teach a  non b ra s s  p l a y e r  how t o  o b t a i n  a buzz  and b e g in n in g
tone  on the h or n .
E n a b le r s :
1 .  C l a s s  l e c t u r e — d e m o n s tr a t i o n
R eprodu ced  with p erm ission  of th e copyright owner. Further reproduction prohibited without perm ission .
77
C or re c t  Br ea th ing  
Although the  horn i s  co n s i d e r e d  a wind in s t r u m e n t ,  many s t u d e n t s  
■fail to  r e a l i z e  the  amount of wind needed to  produce and m a in ta in  a 
q u a l i t y  horn to ne .  A q u a l i t y  horn tone  can only be produced  by proper  
i n h a l a t i o n  and e x h a l a t i o n .  The c o r r e c t  p r ocedure  fo r  p r ope r  b re a th in g  
i s  c a l l e d  d i ap hr ag ma t ic  b r e a t h i n g .  The diaphragm m us c le ,  a s  the  name 
im p l i e s ,  has  much to  do wi th  t h i s  b r e a th i n g  p r o c e s s .  There  i s ,
however ,  an ot he r  impor tan t  s e t  of mu sc le s  which a re  c r u c i a l  to  pr oper
b r e a t h i n g ,  the  i n t e r c o s t a l  mus c l es .  These  mu sc les  c o n t r o l  the 
expanding  and c o n t r a c t i n g  of the  lower  r i b s .
The c o r r e c t  i n h a la t i o n  procedure  r e s u l t s  in the diaphragm 
expanding  downward, and the  i n t e r c o s t a l s  expanding the r i b s  ou tward .  
E xh a la t i o n  i s  the  pr o c e s s  by which th es e  musc les  r e t u r n  to  t h e i r
o r i g i n a l  p o s i t i o n  in a c o n t r o l l e d  manner.  For a more d e s c r i p t i v e  and
a na tomica l  d e s c r i p t i o n  of d i ap hr ag m at ic  b r e a t h i n g ,  see  P h i l i p  F a r k a s '  
c h a p te r  on Brea th  Contro l in h i s  book,  The Ar t of Bras s  P l a y i n g .
The e x p l a n a t i o n  of the mechanics  of d ia phr ag ma t ic  b r e a t h i n g  can 
prove  to  be q u i t e  c o n fu s in g  to  very  young s tu d e n t s .  Many te a c h e r s  
con fuse  the  m a t t e r  even more by a d d i t i o n a l l y  p r e s e n t i n g  the  s t u d e n t  
w i th  too much i n f o rm a t io n .  I t  i s  impor tan t  to  g e t  the  s t u d e n t s  to  
r e l a x  and to  remember t h a t  b r e a th in g  i s  something  t h a t  o c c ur s  
n a t u r a l l y ,  t h a t  they  have been b re a t h i n g  c o r r e c t l y  s in c e  b i r t h ,  and 
t h a t  they  must  l e a r n  to  expand t h i s  na tu r a l  p r o c e s s .  The only 
d i f f e r e n c e  be tween n a t u r a l  b r e a th i n g  and the  b r e a th  c o n t r o l  r e q u i r e d  
to  p la y  the  ho rn ,  i s  t h a t  now they w i l l  have to  inh a le  v a s t  q u a n t i t i e s  
of a i r  qu i c k l y  and ex ha le  the  a i r  in a c o n t r o l l e d  p ro c e s s .
R ep ro d u c ed  with p erm issio n  o f  th e  copyright ow n er. Further reproduction prohibited w ithout p e rm ission .
73
The - fo llowing  e x p la na t io n  el imina tes  much o-f the  te c h ni c a l  
t e rm inolo gy  which co n fu se s  young s t u d e n t s .  Expla in  to  th e  s t u d e n t  
th a t  the  l a r g e s t  expans ion  w i l l  t ake  p la ce  in the  lower  c h e s t  and
abdomen. The s t u d e n t  shou ld  th in k  of f i l l i n g  h i s  lu ng s  w i th  a i r  much
in the  same way he would f i l l  a g l a s s  wi th  watei— from the  bot tom to 
the  top ,  Have the  s t u d e n t  inha le  as  i f  he were go ing  to  ye l l  a t  
someone a c r o s s  a f i e l d .  Make sure  the  sh o u ld e r s  remain r e la x e d  and 
the  t h r o a t  rema ins  open.  Now have the  s t u d e n t  inh a le  aga in  and p lac e  
the  thumbs and f i n g e r s  of  both hands a round h i s  body a t  the  lowes t 
r i b .  Have him note  where expans ion  ta ke s  p l a c e .  Have the  s t u d en t  
cough w h i le  h i s  f i n g e r s  a re  s t i l l  a round h i s  body.  The s t u d e n t  should
now have an u n d e r s ta n d i n g  as  to  which musc les  a r e  b e i ng  used  dur ing
the  in h a l i n g  and e x h a l i n g  pr o c e s s .  Now have the  s t u d e n t  inha le  
qu ic k l y  and ex ha le  a s t e a dy  s t ream of  a i r  f o r  fou r  se c o nd s ,  making 
sur e  a l l  a i r  i s  e xh a l ed  w i t h in  the  fou r  second  time p e r i o d .  Have the 
s t u d e n t  p r a c t i c e  t h i s  s imple  e x e r c i s e  and g r a d u a l l y  add more time to  
the  e x h a l a t i o n  p r o c e s s .  Thi s  w i l l  a id  in s u s t a i n i n g  the  a i r  s t re am .
Ce r t a in  a r e a s  to watch :
 Make s u r e  the  s h o u l d e r s  a re  not  r a i s e d  d ur in g  the  i n h a l a t i o n .
 The l a r g e s t  expans ion  should  be a round the lower c h e s t  and
abdomen
 I n h a l a t i o n  sho uld  take p lace  th rough the  mouth,  no t  th rough
the  nose .
 Avoid any te n s io n  in the s h o u ld e r s ,  a rms,  c h e s t ,  o r  t h r o a t .
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Embouchure
What do l e a r n i n g  to  r i d e  a b ic yc le  and le a r n i n g  to  produce a tone 
on the horn  have in common? Both a re  motor  s k i l l s  which a re  le a rn e d  
b e s t  th rough the  nonverba l p r o c e ss  o-f im i t a t i o n .  In bo th  c a s e s ,  the  
s t u d e n t  must  - f i r s t  deve lop  a proper  mental  image o-f the  end pr o du c t ,  
The young c h i l d  l e a r n in g  to  r i d e  a b ic y c l e  i n i t i a l l y  de ve lop s  a mental 
image by o bs e r v i ng  someone e l s e  r i d e i n g  a b i c y c l e .  T hi s  -focus i s  on 
the  t o t a l  p r o c e s s ,  no t on i t s  ind iv id u a l  p a r t s .  Once t h i s  image i s  
r e a l i z e d ,  the  c h i l d  then l e a r n s  th rough t r i a l - a n d - e r r o r  
ex p e r i m e n ta t i o n  how to r i d e  the  b i c y c l e .  Th is  p ro c e s s  may be enhanced 
by ha vi ng  someone a round to  g ive  p o s i t i v e  re in-forcement  and 
o c c a s i o n a l l y  d ia gnose  per-formance problems and o f f e r  s o l u t i o n s  to 
th es e  pro ble ms.  Too much ve rba l  in t e r f e r e n c e ,  however ,  may f r u s t r a t e  
the  c h i l d  and h in d er  the  l e a r n i n g  p r oc e s s .
The im i t a t i v e  method i s  a l s o  a v i a b l e  approach  to  te a c h i n g  a 
young s t u d e n t  how to produce a tone  on the  horn .  The s t u d e n t  deve lops  
a menta l image through v i su a l  and au ra l  s t i m u l i  p r e s e n t e d  by the  
te ac he r  v i a  a d em on s t r a t i o n .  The focu s  should  be on the  t o t a l  
p r o c e s s ,  the  g e s t a l t ,  and not  on i t s  in d i v id ua l  p a r t s .  Once the  
mental  image i s  r e a l i z e d ,  the  s t u d e n t  l e a r n s  th rough t r i a l - a n d - e r r o r  
ex p e r i m e n ta t i o n  and l o t s  o f  p o s i t i v e  r e in fo rc em en t  from the  te a c h e r .  
Young s t u d e n t s  do not  need to  know the  i n t r i c a t e  d e t a i l s  of how t h e i r  
body f u n c t i o n s  du r i ng  per form an ce .  The te a c h e r ,  however,  does  need  to 
know and u n de rs ta nd  t h i s  in f orm at io n  as an a id  to  an ac c u r a t e  
d i a g n o s i s  of per formance  problems.
R ep ro d u c ed  w ith p er m is sio n  o f  th e  copyright ow n er. Further reprod uction prohibited w ithou t p e r m issio n .
80
The two most  b a s ic  sound p r od uc ing  e le m e nt s  o-f an in s t r um e nt  a re  
the  v i b r a t i n g  mechanism and the  e l ement  t h a t  s e t s  t h a t  mechanism in 
mo t i o n .  The re e d  and a i r ,  o r  b r e a t h  a re  th e s e  e l e m e n t s  in a woodwind 
in s t r u m e n t .  The l i p s  and the  a i r ,  o r  b r e a th  a re  the  sound pr o d u c in g  
e le m e n ts  on a horn or any o t h e r  b r a s s  i n s t r u m e n t .  The v i b r a t i n g  
medium ( t h e  l i p s )  i s  s e t  in mot ion  by the  s te a d y  s t r e a m  o-f a i r .
The c o r r e c t  -formation o-f the  l i p s  sho u ld  be what  P h i l i p  Fa rk a s  
c a l l s  the  "p uc ke re d  smi l e"  ( 1 9 56 ) .  T hi s  p o s i t i o n  i s  e a s i l y  e x p l a i n e d  
to  s t u d e n t s  by ha v in g  them pronounce  the  s y l l a b l e  "em." At t h i s  p o i n t  
the  uppe r  and lower  t e e t h  sh ou ld  be a p a r t  and the  l i p s  sh o u ld  be 
- f a i r ly  ev e n .  The ne xt  s t e p  i s  to  -firm the  c o r n e r s  o-f the  mouth ,  
pucke r  th e  l i p s  s l i g h t l y ,  and draw the  ch in  m u sc l e s  downward.  Once 
the  b a s i c  m u s c le s  o-f the  embouchure can be -formed, s t u d e n t s  s ho u l d  t r y  
to  e s t a b l i s h  a buss  on th e  m ou th pi e c e .  Most be g in n in g  s t u d e n t s  -find 
i t  d i f f i c u l t  to  e s t a b l i s h  a buss  w i t h o u t  the  a i d  of  a m o u th p ie c e .  The 
m ou th pi ec e  p l ac em en t  f o r  th e  horn i s  w i th  2 /3  upper  l i p  and  1 / 3  lower 
l i p  w i t h i n  the  r im of  the  mou th p ie c e .  When te a c h in g  t h i s  to  
b e g i n n e r s ,  have  th e  s tu d e n t  p o s i t i o n  the  mou thp ie ce  to  h i s  bo t tom l i p  
a s  i f  he were g o i ng  to  s i p  w a te r  ou t  o f  i t  and th en  b r i n g  i t  up t o  h i s  
top l i p .  T h i s  p o s i t i o n  can  be checked  by u s i n g  a  m out hpi ec e  r i m .  I f  
no m ou th p ie c e  r im i s  a v a i l a b l e ,  the  r i n g  on the  s ec ond  v a lv e  s l i d e  can 
be s u b s t i t u t e d  f o r  one ( s e e  i l l u s t r a t i o n  1) .
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I l l u s t r a t i o n  1 . Mouthpiece  P lacement  on Lips
To produce  the  buzz on the mouthpiece ,  have the  s t u d e n t  in ha le  a 
■full b r e a t h  o-f a i r ,  moi s te n  h i s  l i p s ,  -form the  embouchure , and buzz . 
Mois t  l i p s  a l low  the  l i p s  to  v i b r a t e  more r e a d i l y  than  dry  l i p s ,  and 
a d d i t i o n a l l y  a i d  in tone  pr o du c t io n  and - f l e x i b i l i t y .  I-f the  above 
p r o c e d u r e s  were done c o r r e c t l y ,  the  l i p s  should  v i b r a t e .  The opening  
be tween the  v i b r a t i n g  l i p s  i s  c a l l e d  the  a p e r t u r e .  I-f the  l i p s  do not 
v i b r a t e ,  have the  s t u d e n t  p re te n d  to  s p i t  a h a i r  o f f  the  t i p  o-f the 
ton gu e .  T h is  method - f req ue nt ly  works when a l l  o t h e r s  f a i l .  The only  
drawback w i th  us i ng  t h i s  method,  however , i s  t h a t  the  s t u d e n t  may 
th in k  t h a t  the  tone i s  p roduced  by the  tongue and not  by the  a i r  
s t r ea m .  Remember, i t  i s  impor tan t  to  o f f e r  l o t s  o f p o s i t i v e  
r e i n fo r c e m e n t  and avo id  p r e s e n t i n g  the  s t u d e n t  wi th  too  much 
informat  i o n .
Once a good buzz i s  ob t a in e d  on the  mouthp iec e ,  s t u d e n t s  shou ld  
be encouraged  to  p r a c t i c e  buz z ing  w i th o ut  the mo ut h p iec e .  Al though it 
may tak e  a few weeks  fo r  s tu d e n t s  to  le a r n  to buzz w i t h o u t  the  
m ou th pi ec e ,  i t  i s  one of  the  more a c c u r a te  methods of  making  su re  the  
embouchure musc les  a re  f u n c t i o n i n g  in a c o r r e c t  manner.  The teac he r
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shou ld  obse rve  the - fo llowing ch e c k p oi n t s  to  de te rm in e  i-f the  buzz is  
be ing  o b ta i n e d  p r o p e r ly :
  No p oc ke ts  o-f a i r  between the  cheeks  and the  t e e t h  or between
the  t e e t h  and l i p s .
  The t e e t h  sho uld  be kept  a p a r t  a t  a l l  t im es ,
 . The ch in  sho uld  be p o in te d  downward.
  The c o r n e r s  should  be f i rm wi th  no a i r  e s ca p in g .
 The t e e t h  sh ou ld  be p a r a l l e l  wi th  each o t h e r .  Check the air-
s t r e a m wi th  your  hand.  I f  the  a i r  s t re am i s  moving s t r a i g h t  
for w ar d ,  the l i p s  and t e e th  a re  even;  i f  i t  goes  down toward 
the c h in ,  move the  jaw forward  and downward, p o i n t i n g  the  
c h i n .
Once a  s i n g l e  tone can be s u s t a i n e d  on a mo ut hp iec e ,  the  s tu d e n t  
i s  ready  to  produce v a r io u s  p i t c h e s  on the  mouthp iec e .  T h is  i s  where 
the  s t u d e n t  f i r s t  l e a r n s  the f u n c t i o n  and impor tance of  the  a p e r t u r e .
A h i g he r  no te  w i l l  r e q u i r e  a sm a l l e r  a p e r t u r e ,  and a f a s t e r  v e l o c i t y  
of a i r  s t r e a m .  A lower no te  r e q u i r e s  a l a r g e r  a p e r t u r e ,  s lower  
v e l o c i t y  of a i r  sp ee d ,  and l a r g e r  volumes of a i r .
When te a c h i n g  t h i s  to  young s t u d e n t s ,  e x p la in  t h a t  the  a p e r tu r e  
s i z e  can be v a r i e d  by r e l a x i n g  or  c o n t r a c t i n g  the  musc les  w i t h in  the 
mouthp ie ce .  One good method of p o i n t i n g  out  th es e  musc les  i s  to  have 
the  s t u d e n t  p l a c e  the  e r a s e r  end of a pe nc i l  in the  a p e r t u r e ,  but  no t 
between the  t e e t h .  The m usc les  which keep the  p e nc i l  from f a l l i n g  
out  a r e  the  ones  which c on t r o l  the  a p e r t u r e .
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Buzz m u l t  i p l e  to ne s:
1. B uz z in g h ig h e r  2 .  Bu zz in g  lower
3 .  Buzz g1i  ssandos
5.  Buzz a r p e g g io s
I t  is  s t r o n g l y  sug gested to  - fo l low the above p ro ce d u re s  when
s t a r t i n g  b e g i n n e r s .  Many s t u d e n t s  want  t o  jump r i g h t  in and s t a r t  
p l a y i n g  "songs"  on t h e i r  in st r um en t  w i t h o u t  - f i r s t  m a s t e r i n g  the  b as ic  
• fundamenta ls  o-f c o r r e c t l y  pro d u cin g  a to n e .  I t  i s  the r e s p o n s i b i l i t y  
o-f th e  te a c h e r  t o  make t h i s  e a r l y  p a r t  o-f l e a r n i n g  -fun and e x c i t i n g .
P l a y i n g  Posi t i  on
Most  a u t h o r i t i e s  agre e  t h a t  b eg in n e rs  sh ou ld  s i t  w h i l e  p l a y i n g  in 
o rd e r  to  g et  the  c o r r e c t  hand and l i p  p o s i t i o n .  S tu d en ts  sh o u ld  s i t  
• forward and e r e c t  in the  c h a i r  w i t h  sh o u ld e rs  r e l a x e d ,  and the  w e ig h t  
o-f the upper body s l i g h t l y  - forward . Both - feet  sh o u ld  be - f l a t  on the  
• f lo o r .  The h o r n ' s  v a lu e s  are o p e ra te d  by the  - f i n g e rs  of  th e  l e f t  
hand.  Most s i n g l e  ho rns  ar e  equ ipped w i t h  both  a thumb g r i p  and a 
l i t t l e  f i n g e r  g r i p .  Double  horns  s u b s t i t u t e  the thumb g r i p  w i t h  the  
thumb v a l v e  or  t r i g g e r .  The r im  of the b e l l  sh o u ld  r e s t  on the  
o u t s id e  o f  the r i g h t  t h ig h  w i t h o u t  p o i n t i n g  the b e l l  i n t o  the  body or  
c l o t h i n g .  T h i s  method p u ts  most  o f  the  w e ig h t  o f  the  horn  on the  
p l a y e r ' s  r i g h t  th ig h  and g iv e s  the  whole body a more r e l a x e d  a t t i t u d e .
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The r i g h t  hand p o s i t i o n  i s  c r u c ia l  to horn p la y in g .  F i r s t ,  and 
most ob v io u s l y ,  the  r i g h t  hand h e lp s  to  ho ld the  horn .  Second,  the 
p lacement  o-f the  r i g h t  hand in the  b e l l  h e l ps  e s t a b l i s h  the  
c h a r a c t e r i s t i c  horn to ne .  T h i r d ,  most horns  a re  p i t c h e d  up to  a 
q u a r t e r  tone  sharp  by the  m a n u f a c tu r e r , c on se que nt ly  the  i n s e r t i o n  o-f 
the  hand in the  b e l l  h e lp s  compensa te  t h i s  p i t c h  d i s c re p a n c y .  The 
r i g h t  hand i s  a l s o  used  to  a d j u s t  p i t c h  while  the  horn i s  be ing  
p l a y e d .  The p i t c h  can be lowered  by s l i g h t l y  c l o s i n g  the  opening  o-f 
the  b e l l  and can be r a i s e d  by a s l i g h t  opening  o-f the  hand in the 
b e l l .  Fo u r th ,  the  hand i s  used to  d i r e c t  the  sound away -from the  body 
and towards  the  - f loor .  F i n a l l y ,  the  r i g h t  hand i s  u t i l i z e d  to  produce 
sp e c ia l  e f f e c t s  such  a s  s topped  horn ,  echo horn ,  and v i b r a t o .
The r i g h t  hand p o s i t i o n  i s  governed  by t h re e  main c o n s i d e r a t i o n s :  
(1)  the s i z e  of the hand,  (2)  how i t  i s  he ld  in the  b e l l ,  and <3> how 
f a r  i t  i s  i n s e r t e d  i n to  the  b e l l .  The r i g h t  hand i s  he l d  f l a t  wi th 
the  f i n g e r s  t o g e th e r  and s l i g h t l y  cupped in the  same way t h a t  the  hand 
would be h e ld  wh i le  g iv i n g  a hand shake or  wh i le  swimming. The thumb 
shou ld  l i e  a lon g  the  edge of the  f i r s t  f i n g e r .  I n s e r t  the  hand wi th  
the  l i t t l e  f i n g e r  n e a r e s t  the ground,  making sur e  t h a t  on ly  the  backs  
of the  f i n g e r s ,  the  k nu ck les ,  and the  top of the  thumb touch  m e ta l .
The palm of the  hand shou ld  be ab le  to  p iv o t  open and c l o se d  by 
keeping  the  backs  of the  f i n g e r s  a g a in s t  the  b e l l  and swinging  the  
palm inward a t  the  knuc kle s .
The d i s t a n c e  which  the  hand i s  i n s e r te d  i s  de c id ed  by judgment .
A good r u l e  of thumb i s  to  i n s e r t  the  hand u n t i l  the knuckle  of the  
thumb, which i s  r e s t i n g  on the  edge of the  f i n g e r s ,  tou ches  m e ta l .
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Note t h a t  a hand t h a t  i s  i n s e r t e d  in too  -far w i l l  cause  the  tone  to  be 
dark  and m uf f l e d .  A hand t h a t  i s  not  i n s e r t e d  f a r  enough w i l l  p roduce  
a b r i g h t  tone  wi th  p i t c h  problems.
I t  i s  ver y  impo r tan t  t h a t  the  s tu d e n t  ho ld the  horn in a manner 
t h a t  b r in g s  the  mouthpiece  c o r r e c t l y  to the  l i p s ,  or  embouchure.  I f  
the  s t u d e n t  has  to  bend  h i s  body in an awkward p o s i t i o n  to  reac h  the  
mou thp ie ce ,  h i s  b r e a t h i n g  w i l l  s u f f e r  and he may deve lop  a poor  
embouchure.  A problem can p o s s i b l y  a r i s e  wi t h  very  small  s t u d e n t s  
when they  hold  the  horn in the  prop er  p la y in g  p o s i t i o n  and the  
mouthpiece  s t r i k e s  them somewhere in the  v i c i n i t y  of the  f o r e he ad .
T h is  problem can be cure d  by having the s tu d e n t  move h i s  r i g h t  foo t  
back u n t i l  h i s  l eg  dr op s  and the  mouthpiece meets  the  l i p s .  Once a 
c om fo r ta b l e  p o s i t i o n  i s  l o c a t e d ,  i t  must be m ai n t a in e d  in o r d e r  to 
keep a  r e l a x e d  p l a y in g  p o s i t i o n  t h a t  w i l l  not  r e s t r i c t  b r e a t h i n g  and 
cause  embouchure problems.
S tu d e n ts  sho uld  be r e q u i r e d  to  p r a c t i c e  whi le  s t a n d i n g  when they  
a re  o ld  and s t r o n g  enough to  do so .  S tandin g  promotes b e t t e r  deep 
b r e a t h i n g ,  he lp s  to  e l i m i n a t e  nerve  problems,  e l i m i n a t e s  the  awkward 
f e e l i n g  ca use d  by a c h a i r  of the  wrong h e i g h t ,  and d e m o ns t r a t e s  
showmanship d u r in g  s o l o  p l a y in g .  The only  major  d i f f e r e n c e  in the  
r i g h t  hand p o s i t i o n  when s ta n d i n g  i s  t h a t  the  hand w i l l  no t  be h e ld  as  
v e r t i c a l  a s  when the  horn was h e ld  on the  th ig h .  Th is  compensa tes  f or  
the  weig ht  of  the  horn now having  to  be he ld  wi th  the  kn uc kl e s  of the 
thumb and index f i n g e r .  When t h i s  p o s i t i o n  i s  im i t a te d  in a s i t t i n g  
p o s i t i o n ,  the  r im of the  b e l l  r e s t s  e n t i r e l y  o f f  the l e g ,  th us  
improving p r o j e c t i o n .
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I l l u s t r a t i o n s  2 and 3 de mons t ra te  the  c o r r e c t  p l a y i n g  p o s i t i o n  
w hi le  s i t t i n g ,  the  c o r r e c t  p la y i n g  p o s i t i o n  w hi le  s t a n d i n g ,  and the  
c o r r e c t  r i g h t  hand p o s i t i o n  in the  b e l l .
II l u s t r a t i o n  2 . C o rr e c t  P l a y in g  P o s i t i o n s  Sea ted  and S ta nd ing
I l l u s t r a t i o n  3 . C o r r e c t  Hand P o s i t i o n
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Finger  ings
The p r a c t i c a l  ra nge  o-f the  horn i s
O cc a s i o n a l l y  the  horn  p la y e r  i s  r e q u i r e d  to  p l a y  lower or  h igh er  than 
t h i s  p r a c t i c a l  r an g e ,  but  t h i s  i s  no t  the  norm. The p r a c t i c a l  range
w r i t t e n  -for- horn  in F sound a p e r f e c t  f i f t h  below the  w r i t t e n  p i t c h  on 
the  page .  Horn p l a y e r s  a re  p h y s i c a l l y  bound to  the  laws  of  the 
n a t u r a l  harmonic s e r i e s .  When one d e p r e s s e s  a v a lv e ,  i t  adds t ub ing  
to  the  in s t r u m e n t ,  th u s  lower ing  the fundamenta l  o f  the  horn .  A 
p a r a l l e l  can be drawn to  the  f u n c t i o n  of the  v a lv e s  on the  horn and 
the  p o s i t i o n s  of  the  s l i d e  on a t rombone . F i r s t  p o s i t i o n  on the 
trombone or open on the  horn would produce  the  fundamenta l  of th a t
in s t r u m e n t .  The second va lve  on the  horn lowers  the fundamenta l a
se mi to ne ,  j u s t  a s  p u t t i n g  the  trombone s l i d e  in second  p o s i t i o n  does .  
The f i r s t  v a l ve  lowers  the  fundamenta l by two se m i t o n e s— t h i r d  
p o s i t i o n  on the  trombone.  The f i r s t  and second v a lv e  combina t ion  on 
the  horn i s  ap p ro xi m a te ly  the same len gth  of  the  t h i r d  va lv e  and 
c o r r o l a t e s  w i t h  f o u r t h  p o s i t i o n  on the  t rombone .  The new fundamental  
i s  now th re e  se mi to ne s  lower  than the  o r i g i n a l  fundamenta l  of the
in s t r u m e n t .  T h is  d e sc en din g  p a t t e r n  c o n t i n u e s  a s  f o l l o w s :  Second and
t h i r d  v a l v e s  lower the  o r i g i n a l  fundamenta l fo ur  se m i t o n e s ,  f i r s t  and 
t h i r d  ( f i v e  s e m i t o n e s ) ,  and f i r s t ,  second ,  and t h i r d  ( s i x  s e m i to n es ) .  
The thumb v a l ve  on the  double  horn ( a l s o  c a l l e d  the  t r i g g e r )  r a i s e s  
the  fundamenta l  of the  open F horn ( w r i t t e n  C, soundin g  c o nc e r t  F) up 
a p e r f e c t  f o u r t h  to  B f l a t  ( w r i t t e n  F sounding  c o n c e r t  B f l a t ) .  All
fo r  the  be gi nn in g  horn p la y e r  i s . All  p a r t s
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the  o th er  v a l v e s  have the same e f f e c t  on the  B f l a t  -fundamental as 
they  had on the  F -fundamental .  The horn p la ye r  need not  concern  
h im s e l f  about  t r a n s p o s i n g  f i n g e r i n g s  from the  F to  the  B f l a t  s i d e .
He m er e ly  memor izes the  f i n g e r i n g s  and le a r n s  to  use bo th  s i d e s  of the 
horn to h i s  a d v an ta ge .  The f o l lo w in g  d iagram i l l u s t r a t e s  the  f u n c t io n
th e  va ves on the hor n .
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When t e a c h i n g  double  horn - f inger ings  i t  i s  impo r ta n t  to no te  th a t  
th er e  i s  no s e t  r u l e  which governs  where to  sw i tc h  -from the F horn to 
the B f i a t  hor n .  A ge ne ra l  r u l e  of thumb which i s  a c c e p te d  by many 
horn p l a y e r s  and t e a c h e r s  i s  diagramed as  f o l l o w s .
6 -<lT .
 r -1 i r> - ■ ; - i
FsUc1—  ..........  '■ ■  »
Another  a c c e p ta b le  method of u s in g  the  double ho rn ,  which is 
e s p e c i a l l y  adv an ta ge ous  to  younger s t u d e n t s ,  i s  to  p la y  e v e ry th in g  on 
the  B f l a t  s i d e  f rom the  G sharp  on up.
f , ;li--------------------------------------- -------- - i
The main f u n c t i o n  of the  B f l a t  horn i s  to  improve accu ra cy  and 
in t o n a t i o n  in the  upper r e g i s t e r .  I t  a l s o  g i v e s  the  horn p la y e r  more 
p o s s i b i l i t i e s  w i th  a l t e r n a t e  f i n g e r i n g s  and i t  a i d s  in the  p l a y in g  of 
some t r i l l s .  The a r p e g g ia t e d  f i g u r e  in the  fo l l o w in g  e x c e rp t  from 
Richard  S t r a u s s '  f i r s t  horn c o n c e r to ,  fo r example,  i s  e a s i e r  p layed  
a l l  on the  B f l a t  s i d e  f i n g e r e d  f i r s t  and second va lv e :
Another  d e v i a t i o n  in normal f i n g e r i n g  pro ce du re  would be a t r i l l  
from G t o  A.
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T h is  t r i l l  no rm al l y  would have to  be l i p  t r i l l e d  on th e  F horn wi th  a 
one and t h r e e  - f inger com bin a t io n .  A l i p  t r i l l  i s  a method of t r i l l i n g  
on a b r a s s  in s t r u m e n t  by keeping  the same va lve  co mb ina t ion  or s l i d e  
p o s i t i o n  and t r i l l i n g  -from one note  to  the o t h e r  by no o t h e r  means 
than  the  l i p .  T h i s  te c h n iq ue  i s  q u i t e  d i f f i c u l t  and  can  be done by 
advanced  p l a y e r s  o n ly .  In t h i s  case  the t r i l l  can be e x e c ut e d  e a s i l y  
on the  B f l a t  s id e  of  the  horn by f i n g e r i n g  the  6 f i r s t  va lve  and thc- 
A open.
Another  f i n g e r i n g  problem which inv o lv e s  young p l a y e r s  on a 
s i n g l e  F horn i s  i l l u s t r a t e d  in the  f o l lo w in o:
Because a l l  t h r e e  n o te s  a re  f i n g e r e d  open on the  F h o r n ,  the  p la ye r  
would have to  s l u r  a l l  th r e e  no t e s  by the  use of embouchure and 
b r e a th .  By u s in g  the  f i r s t  va lve  a s  an a l t e r n a t e  f i n g e r i n g  f o r  the B, 
the  horn p l a y e r  can p lac e  the  no te  more a c c u r a t e l y  w i t h o u t  s l i d i n g  
a round in the  harmonic s e r i e s .
Prope r  c a re  and main tenance  of  the horn i s  p r ob a bl y  one of  the 
more impo r tan t  t o p i c s  co ve re d  in t h i s  c o u r s e .  An in s t r u m en ta l  program 
t h a t  s t r e s s e s  in s t r um e nt  ca re  and main tenance  w i l l  r e a p  many rewards  
because  Df the  money i t  sa ve s  on ins t rument  r e p a i r s  and o v e rh a u ls .  
Te a c h e r s  must make s t u d e n t s  aware t h a t  t a k in g  c a re  of  in s t r um e nt s  i s  
more than j u s t  av o id i n g  d e n ts  and s c r a t c h e s .  The f o l l o w in g  i s  an 
o u t l i n e  of  the  c o r r e c t  p ro c e du re s  f o r  r e p a i r i n g  and m a in ta in i n g  the 
h o r n .
Horn Main tenance
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I .  G e t t in g  S tu d e n ts  to  take  ca re  of in s t r um e nt s .
A. Hold a c a r e  and main tenance  seminar  a t  the  b eg in ni ng  o-f each
school year  and teach  prop er  care  and main tenance  te c h n iq u e s .
B. Hold i n s p e c t i o n s  th roughout  the  yea r  to  check in s t r u m e n ts .
Use some s o r t  of m e r i t  or c r e d i t  sys tem a s  p o s i t i v e
r e i n fo r c e m e n t  f or  those  s t u d e n t s  who keep t h e i r  in s t r u m e n ts
in top  working  c o n d i t i o n .
C. The f o l l o w in g  re q u i re m e n ts  sh ould  be obse rve d  by a l l  s t u d e n t s
1. Clean hands and t e e th  be fo re  p l a y in g  the  horn
2.  S tor e  the  ins t rum en t  pr o p e r ly
3.  Take c a r e  to  avoid  de n ts  and s c r a t c h e s
4.  Avoid ex pos ing  the in s t rument  to  ex treme he a t  o r  co ld ,  
du s t  and d i r t ,  or o th e r  p o s s i b l e  so u r c e s  of  damage
11 . Lubr i c a t i  on
A. Rotar y  v a lv e s  must be kept  l u b r i c a t e d  a t  a l l  t im es .
B. There  a re  th re e  p la c e s  t h a t  r e q u i r e  l u b r i c a t i o n  on each va lv e .
J.  Put one or two drops  of a commercial  va lve  o i l  or  ke r o s i n e
on the  r o t o r s  a f t e r  unscrewing  the  c a ps .  T h i s  must be done 
once or  twice weekly ,  depending on how f a s t  the  l u b r i c a n t  
e v a p o r a te s .
2. Put  a drop of a he a v ie r  household  o i l  or key o i l  on the  
r o t e r  l o c a t e d  on the  un d e rs id e  Df the  va lve  in th e  l i t t l e  
space  be tween the  ax le  and i t s  b e a r i n g .  T hi s  can be done 
about  once a week because  the h e a v i e r  o i l  w i l l  not  
ev a p o r a t e  as  q u ic k l y  as  va lve  o i l .
3.  Once a week,  pu l l  thumb s l i d e  or f i r s t  va lve  s l i d e  and drop
ten  to  f i f t e e n  drops  of commercial va l ve  o i l  o r k e r o s i n e
down the  s l i d e  and work r o t o r s .  T hi s  l u b r i c a t e s  the  in s i de
of the  r o t o r s .
C. L u b r i c a t i n g  s i  ides
1. Do no t  use v a s e l i n e  on the  s l i d e s .  U as e l i ne  m e l t s  a t  a 
r e l a t i v e l y  low temp er a tu re  and makes s l i d e s  so s l i p p e r y  
t h a t  s l i d e s  may wander  f rom t h e i r  o r i g i n a l  s e t t i n g .  The 
v a s e l i n e  may a l s o  work i t s  way down in to  the  r o t o r s  and 
cause  the  v a lv e s  to  be very  s lu g g i s h .
2 .  Use a commerc ia l p ro du ct  des ig ne d  not  to  mel t  a t  low 
te m p e r a tu r e s .  Fa rkas  su g g e s t s  the  use  of small  amounts of 
gun g r e a s e ,  bu t  he wa rns ,  “Use any gr ea se  s p a r i n g l y ,  so  
t h a t  none w i l l  work in to  the  tu be s  and th u s  e v e n t u a l l y  in t o  
the  va lv e s"  <Farkas ,  1956)
D. Stuck s l i d e s  or v a lv e s
1. Apply p e n e t r a t i n g  o i l  to  s tuc k  s l i d e s .  Al low to  s i t
o v e r n i g h t  and then t r y  to  remove the  s l i d e  c a r e f u l l y  by 
hand .  Do not  use any mechanica l means . Repea t t h i s  
p r o c e s s  two or th re e  t imes  on a s tub bor n  s l i d e  and i f  i t
s t i l l  cannot  be removed,  seek p r o f e s s io n a l  he lp .
2 .  For s lu g g is h  or s t uc k  v a lv e s ,  use pure  o d o r l e s s  ke ro s e ne .
Remove a l l  s l i d e s  le a d in g  to  r o t o r y  v a lv e s .  Hold the  horn 
b e l l  up and empty a f u l l  d ropper  of  ke rosene  down in to  each 
v a l v e .  Cont inue  to  ho ld  the  b e l l  up and work the  v a lv e s  
u n t i l  the y  move f r e e l y ,  then empty the  ker ose ne  as  you 
would w a t e r .  Note:  f o r  ex t r em el y  s l u g g is h  v a lv e s  the
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kerose ne  can be a l lowed to  s i t  in the  va lv e  -tor se v er a l  
h o ur s .
3.  The problem of  no is y  v a lv e s  can be remedied  by p u t t i n g  a 
drop of a heavy o i l  ( sewing  machine  o i l  o r  h ou seh old  o i l )  
on the  b e a r i n g .  Do not  use  heavy o i l  on the  i n t e r i o r  of 
the  v a l v e s  f o r  they  w i l l  gum up.
I I I .  Repla c in g  s t r i n g s  and bumper pa ds .
A. Repla c in g  bumper pads
1. Older  horns  used  co rks  fo r  bumper pads ,  bu t  co rk s
d e t e r i o r a t e  too q u ic k ly .  T od ay ' s  m a n u f a c t u r e r s  use a 
neoprene  ru bb e r  pad t h a t  l a s t s  long er  than  co r k ,  bu t  s t i l l  
needs  to  be r e p la c e d  o c c a s i o n a l l y .  When th es e  pads  do 
d e t e r i o r a t e ,  the  va lve  becomes d i s a l i g n e d  w i th  th e  p o r t s  
( th e  tube openings  in the  va lve c a s i n g s ) .  These pads  can 
be ob ta in e d  in s t r i p s ,  which can be cu t  to  f i t  the  bumper 
s top  on the  bo ttom of the  va lve  c a s i n g .  When the  ,pads a re  
in p l a c e ,  t ake  o f f  the  va lve  cap and observe  whether  the
l i t t l e  n o t ch es  on the  r o t o r  and inner  va lve  cap l i n e  up
p e r f e c t l y  wi th  the  va l ve  both c l o s e d  and open ( se e  i l l u s .  
4 ) .  The pads  can be trimmed wi th  a smal l  r a z o r  b la de  i f  
they  a r e  a b i t  too  la r g e .
B. Repl ac ing  s t r i n g s
1. Keep a supply  of  p r e - c u t  s t r i n g s  on hand.  A few y a r d s  of 
40 pound t e s t - s t r e n g t h  ny lon or l i n e n  f i s h i n g  l i n e  w i l l  
be enough to  l a s t  f o r  y e a r s .  P l a s t i c  l i n e s  s t r e t c h  and 
na r rower  l i n e s  w i l l  have a tendency  to  cu t  in to  va l ve  
p o s t s .
2 .  Th read  the  s t r i n g  as  in I l l u s t r a t i o n  5 by f i r s t  ty in g  a 
knot  in one end and s l i p p i n g  the  s t r i n g  th rough the  ho l e  in
the  va lve  s t r i n g  on the  end away f rom the  sc rew.  Continue
by th r e a d in g  the  s t r i n g  a round the  screw on th e  s t o p  arm 
and a round the  va l ve  p o s t .  S l ip  the  s t r i n g  through the
rem ain in g  hole  in the  va lve  stem and a round the  sc rew.
Secure  both ends  by t i g h t e n n i n g  the  screw on the  va lve
s tem.  The p o s i t i o n  of  the  va lve  key can be a d j u s t e d  to  a
c om fo r ta b l e  p o s i t i o n  by h o ld in g  the  va lve  in p o s i t i o n  and 
t i g h t e n i n g  the  screw on the  s top  arm.
IM. C le an ing  the  In s id e  of the Horn
A. Run a f l e x i b l e  c l e a n i n g  brush  through the  l e a dp ip e  a t  l e a s t
ev ery  two weeks .  These b r u sh es  can be o b ta i n e d  a t  any lo c a l
music s t o r e  and a l tho ugh  they  a re  u s u a l l y  made fo r  the  t rumpet 
on c o r n e t ,  they work q u i t e  wel l  on the  horn .
B. Remove the  mouthpiece  and the  tu n in g  s l i d e  c l o s e s t  to the 
mouthpiece  end of the  horn .  Drop a few dr ops  of va l ve  o i l  down 
the  le a d p i p e  to  l u b r i c a t e  i t  and run the  brush  through the  
le a d p ip e .
C. I f  t h i s  p roc ed ur e  i s  r e p e a te d  every  two weeks ,  i t  i s  no t  
n e c e s s ar y  to  c lea n  the  t ub ing  beyond the l e a d p ip e .
D. Clean the  mouthpiece  weekly wi th  a mouthpiece  b r us h .
V. Rep ai r  Kit
A. S t u d e n ts  shou ld  be re q u i r e d  to  c a r ry  a s imple  r e p a i r  k i t  wi th
t h e i r  h or ns  a t  a l l  t im es .  I t  i s  impor tan t  to  deve lop  oood 
habi t s  e a r l y .
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B. The -fol lowing  i tems  sh o u ld  be c a r r i e d  in a smal l c lo th  bag or 
an ot he r  s u i t a b l e  c o n t a i n e r :
1. A b o t t l e  o-f va lue  o i l
2 .  T iny j a r  o-f s l i d e  grease
3.  A -few p r e - c u t  ru bb er  pads ( s u p p l i e d  by the  con duc to r )
4. A few p r e - c u t  s t r i n g s  ( a l s o  su p p l i e d  by the  co n du ct or )
5 .  Smal1 s c r e w d r i v e r
I l l u s t r a t i o n  4 ■ Ualve  Al ignment  I l l u s t r a t i o n  5 . R e s t r i n g i n g  S t r in g s
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M odule I I
Objec t  i ves :
1. To be a b l e  to  s e l e c t  p r o sp e c t iv e  horn s t u d e n t s .
2. To be ab le  to  s e l e c t  the c o r r e c t  type and make o-f horn and
mouthpiece  -for b eg in ni ng ,  i n te r m e di a t e ,  and advanced  
s t u d e n t s .
3.  To be ab le  to  e f f e c t i v e l y  tune a horn .
4.  To be a b l e  to  de mons t ra te  -fundamental s o-f p la y i n g  the  horn
and m us i c ia n sh i p  to  s tu d e n ts .
Competenc ies :
1.  S tu d e n ts  w i l l  be ab le  to  demons t ra te  a c c e p ta b le  s c a l e s  <up to  
■four s h a rp s  and - f l a t s ) ,  long to ne s ,  and s imple  e x e r c i s e s  and 
p i e c e s  on the  horn .
2. S t u d e n ts  w i l l  be ab l e  to  demons t ra te ac c e p ta b le  knowledge o-f 
the  s u b j e c t  m a t t e r  by p a ss in g ,  wi th  80 V. o r b e t t e r ,  an 
i n c l a s s  examina t ion  of the  c o nt e n t  in Module I I .
E n ab le rs :
1.  C la ss  l e c t u r e — de monst ra t ion
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S e le c t i o n  of  S tu den ts  
Because o-f the  d i f f i c u l t i e s  in he re n t  of the  hor n ,  some t e a c h e r s  
advoca te  s t a r t i n g  b e g i n n e r s  on o t he r  ins t r um en ts  and s w i t c h in g  them 
over to  th e  horn  a f t e r  they  have le a rn e d  the  ba s i c  f un da me nta l s  of 
p la y i n g  on the  e a s i e r  in s t r u m e n t .  S t i l l ,  the re  a r e  o th e r  t e a c h e r s  who 
have had much s u c c e ss  s t a r t i n g  s t u d e n t s  on the  horn from the  very  
beg in ni ng .  Some of  the  re a s o n s  f o r  t h e i r  su cc es s  can be a t t r i b u t e d  to 
the  f a c t  t h a t  the y  fo l l o w  c e r t a i n  g u i d e l i n e s  when s e l e c t i n g  t h e i r  
beg in nin g  horn s t u d e n t s .
The f i r s t  of t h e s e  impor tan t  q u a l i t i e s  t h a t  a knowledgeable 
te a c he r  w i l l  look  f o r  i s  the  s t u d e n t ' s  d e s i r e  to  p la y  the  ho rn .  A 
s t u d e n t  w i l l  p ro b ab ly  be l e s s  l i k e l y  t o  d i sc o n t i n u e  the  s tu d y  of an 
ins t ru me nt  he s i n c e r e l y  wants  to  le a r n  to  p l a y .  A second q u a l i t y  to  
look f or  in b e g i n n e r s  i s  a good e a r .  T h is  i s  a b s o l u t l y  e s s e n t i a l  
because  the  horn i s  a very  d i f f i c u l t  in s t rument  to  p l ay  because  i t s  
t e s s i a t u r a  i s  h igh  on the  harmonic  s e r i e s .  Notes  having  th e  same 
f i n g e r i n g s  a re  c l o s e r  t o g e t h e r ,  c o ns eq ue nt l y  accu ra cy  and c o n t r o l  of 
p i t c h  i s  d i f f i c u l t .  T h is  i s  one f a c t o r  why horn s t u d e n t s  g e n e r a l l y  
p r o g re ss  s lowe r  than  s t u d e n t s  on o t he r  in s t r um e nt s .  T h e r e f o re  the  
horn p la y e r  needs  to  have a good ear  to  “p l a c e 0 h i s  n o te s  c o r r e c t l y .
A t h i r d  q u a l i t y  to  look f o r  i s  a background in mus i c .  S t u d e n t s  
wi t h  a  mus ica l  background can spend  more time l e a r n in g  where to  
“p la ce "  t h e i r  n o te s  w i t ho u t  having  to  spend a s  much t ime on the  
fund ame nta l s  of music i n s t r u c t i o n  such as  note i d e n t i f i c a t i o n  and 
rhy thmic  p r i n c i p l e s .  A good e le men ta ry  genera l  music  program i s  
e x t re mely  impor tan t  to  he lp  deve lop  an ins t r um ent a l  program in upper
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g ra d e s .  A -four th q u a l i t y  a knowledgeable  te a c h e r  loo ks  -for i s  a 
s t u d e n t  wi th  an avera ge  or above average i n t e l l i g e n c e .  Because  o-f the  
inh er en t  d i f f i c u l t i e s  of  the  horn ,  i t  i s  impor tan t  to  s e l e c t  s t u d e n t s  
who w i l l  not  be h e l d  back because  of any l e a r n i n g  d i s a b i l i t i e s .
There  a re  s e v e r a l  ph y s ic a l  q u a l i t i e s  to  look f o r  when s e l e c t i n g  a 
be gin nin g  horn s t u d e n t .  Al though having th i n  l i p s  i s  not  c o ns id e r e d  
to  be an a b s o lu te  n e c e s s i t y ,  i t  i s  ad vantageous  t o  s e l e c t  s t u d e n t s  
w i th  good t e e t h  fo rm a t io n  and average  to  t h i n n e r - t h a n - a v e r a g e  l i p s .  
S tu d e nt s  sh o ul d  a l s o  have good f i n g e r  c o o rd i n a t i o n  in the  l e f t  hand,  
s in c e  the  l e f t  hand w i l l  do a l l  the f i n g e r i n g  on the in s t r u m e n t .  The 
s tu d e n t  s ho uld  a l s o  have a t  l e a s t  a medium s i z e d  body f rame wi t h  arms 
th a t  a re  long  enough to  rea ch  i n to  the  b e l l  and assume the  c o r r e c t  
r i g h t  hand p o s i t i o n .  When te a c hi ng  s m a l le r  s t u d e n t s ,  a t e a c h e r  must 
e xper iment  w i th  d i f f e r e n t  p la y in g  p o s i t i o n s  u n t i l  he f i n d s  one t h a t  i s  
c om fo r t ab le  f o r  the  s tu d e n t  and w i l l  no t cause him to  p l a y  wi t h  a poor  
embouchure.  A saxaphone  neck s t r a p  can be u t i l i z e d  to  a s s i s t  very  
young s t u d e n t s  who have a problem h ol d in g  the  ho rn ,  I f  a s tu d e n t  i s 
too small  t o  r ea ch  a round the  b e l l  and assume the  c o r r e c t  r i g h t  hand 
p o s i t i o n ,  i t  i s  a d v is a b l e  to  l e t  him p l ay  wi th  an i n c o r r e c t  r i g h t  hand 
p o s i t i o n  u n t i l  he i s  o ld  and s t r o n g  enough to  ho ld  i t  c o r r e c t l y .  As a 
l a s t  r e s o r t ,  i t  i s  f a r  b e t t e r  to  have the  s tu d e n t  p l a y  ou t  o f tune 
wi th  the  r e s t  of the ensemble and develop a good embouchure than i t  i s  
to  have the  s t u d e n t  p la y  wi th  the  proper  r i g h t  hand p o s i t i o n  and 
develop a poor embouchure wi th  improper b r e a t h i n g  h a b i t s .  In most 
c a se s  the  in s t ru me nt  can be tuned to  near c o r r e c t  p i t c h  by a d j u s t i n g  
the  tun i ng s i i d e s .
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I f  a t e a c h e r  f e e l s  he must s t a r t  h i s  s t u d e n t s  on an ins t rument  
o t h e r  than  horn wi th  the  in t e n t  to  change to  hor n ,  he sho uld  s t a r t  
them on an a l t o  horn or melophone wi th  an a da pto r  -for a horn 
mouthp ie ce .  Other in s t ru me nt s  c on s i d e r e d  to  be a c c e p t a b l e  in s t r u m e n ts  
on which to  s t a r t  beg inn ing  young s t u d e n t s  a re  the  t r e b l e  cle-f 
b a r i t o n e  and the  t r um pe t .  The b a r i t o n e  i s  p r e f e r e d  because  i t s  t imbre 
and rang e  a re  c l o s e r  to  the horn than the  t rumpet .
Se le c t  ing a Horn 
(Types ,  Makes,  and Models o-f Horns and Mouthpieces)
There has  been much deba te  conc er n in g  the  recommendat ion o-f a 
beg in ni ng  model horn -for young s t u d e n t s .  The t h r e e  d e s i g n s  t h a t  a re  
more - f req ue nt ly  u t i l i z e d  a re  the  s i n g l e  F hor n ,  an F,  B - f la t  double  
ho rn ,  and a s i n g l e  B - fla t horn .  The most ideal  s i t u a t i o n  would be to 
s t a r t  the be gin ne r  on the  F, B f l a t  double  hor n .  The double  horn i s  
used  by more advanced horn p l a y e r s  because i t  combines the  
c h a r a c t e r i s t i c  sound of the  F horn wi th  the  improved accu ra cy  of the  B 
f l a t  horn in the  upper  ra nge .  Te ac he rs  must i n s i s t  t h a t  s t u d e n t s  use 
bo th  s i d e s  of the  horn  c o r r e c t l y .  The double  horn has  no m e r i t  i f  
p l ay ed  l i k e  a s i n g l e  horn!  Many te a c h e r s  recommend s t a r t i n g  be g in ne rs  
on a s i n g l e  F model because  the  double horn  i s  too  la rg e  and bulky  to  
be han dle d  by very  young b e gi nn e r s .  Advoca tes  of  the  s i n g l e  F horn 
i n s i s t  t h a t  i t  he lp s  to  deve lop the  s t u d e n t ' s  ea r  and i t  p roduces  a 
more c h a r a c t e r i s t i c  horn  tone than  the  s i n g l e  B f l a t  h orn .  The F horn 
a l s o  r e q u i r e s  the  s tu d e n t  to  develop  a good embouchure t o  exe cu te  the 
l i p  changes  which produce the  n o t e s  un a ided  by v a lv e s .  The s tu de nt
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sh ould  swi t ch  to  the  double  horn  when he becomes more mature  and i s  
s t r o n g  enough to  handle  the  l a r g e r  ins t r ume nt .  Some te a c h e r s  
recommend s t a r t i n g  s t u d e n t s  on the  s in g le  B -flat  horn becau se  o-f i t s  
improved acc ur ac y  in the  middle  and upper  r e g i s t e r s .  Ad voca tes  of the 
B f l a t  horn su g ge s t  p l a c in g  t h e i r  f i r s t  and t h i r d  (h i gh  p a r t s )  horn 
p l a y e r s  on s i n g l e  B f l a t  hor ns  and t h e i r  second and f o u r t h  ( low p a r t s )  
horn p l a y e r s  on s i n g l e  F h o rn s .  Thi s  s i t u a t i o n  te n ds  to  d i sc ou ra ge  
the  f i r s t  and t h i r d  p l a y e r s  f rom p r a c t i c i n g  in the low r e g i s t e r ,  whi le  
i t  a l s o  d i s c o u r a g e s  the  second  and f o u r t h  horn p l a y e r s  from p r a c t i c i n g  
in the  h igh  r e g i s t e r .
The fo l l o w i n g  i s  a c u r r e n t  l i s t  of American and f o r e i g n  
m a n u fa c tu r e r s  o f h or ns .  Most ma nu fa c tu re rs  p roduce  both s tu d e n t  and 
p r o f e s s i o n a l  model ho rn s .  The more popular  m a n u fa c tu r e r s  of s tu d e n t  
models  a re  Conn, Hol ton ,  King , and Yamaha.
Cu rren t  Ma nuf ac tur er s  of Horns
Amer ican
AdK i nson Holton
Bach King
E.K. B le s s in g Lawson
Conn Lew i s
Fore ign  m a n u f a c tu r e rs
Alexander  (Germany) Mirafone  (Germany)
Finke  (Germany) Paxman (England)
Knopf (Ho l land ) Selmer  (France)
Kruspe (Germany) Yamaha (Japan)
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Many s t u d e n t s  spend a la r g e  amount o-f t ime  and money se ar c h in g  
•for the  " m ir a c le  mouthpiece"  t h a t  a lmos t p la ys  by i t s e l - f .  Who can 
blame them'1 I t  i s  g e n e r a l l y  agreed  t h a t ,  as id e  -from the  m u s i c ia n ,  the 
mou thpiece  i s  the  most impor tan t  e lement  in the  pr od uc t io n  o-f a good 
to ne .  The r e s p o n s i b i l i t y  -for making sure  the  be gin nin g  s tu d e n t  i s 
e quipped  wi th  a s u i t a b l e  mouthpiece  f a l l s  on the  s t u d e n t s '  f i r s t  
in s t r um e nt a l  mus ic i n s t r u c t o r .  A s u i t a b l e  mouthpiece can be de sc r i b e d
as  having  a medium s i z e d  cup d ia me te r ,  a medium s iz e d  cup volume, a
medium s i z e d  backbore  wi th  a medium s i z ed  r im.  Every horn 
ma nu f a c tu r e r  makes a medium s i z e d  mouthpiece .  The Hoi to r i -Farkas  MC 
model,  the  Bach number 7,  and the  Conn number 7 a re  s e v e r a l  examples  
of a normal s i z e d  mouthp iec e .
Two of  the more pop ular  companies th a t  make custom mouthp iec es  
f o r  p r o f e s s i o n a l  m u s i c i a ns  and the  very  s e r i o u s  s t u d e n t  a re  Sch i lke  
Music P r o d u c ts ,  I n c .  (Chicago)  and Giar -d ine l l i  (New York) .  There  a re  
many e le m e nt s  to  c o n s i d er  when choos ing  a cus tom mout hpi ec e .  
I l l u s t r a t i o n  6 shows the  lo c a t i o n  of each of th e se  impo r tan t  e l em e nt s :
I l l u s t r a t i o n  6 . E lements  of a Mouthpiece
-Throa t
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The d ia m et er  o-f the  r im has  an e f f e c t  on the  a b i l i t y  to  p la y  in 
d i f f e r e n t  r a n g e s ,  A sm a l l e r  d iameter  a s s i s t s  in p l a y in g  in the  h igh 
r e g i s t e r  wh i le  a l a r g e r  d iam et er  a i d s  p l ay ing  in the  low r e g i s t e r .  A 
wide ,  cush ion ed  r im improves endurance  but  makes p i t c h  and 
a r t i c u l a t i o n  a c cu ra cy  more d i f f i c u l t .  A rounder  inner  r im a i d s  
pr od u c t io n  o-f smooth s l u r s  and g r e a t e r  f l e x i b i l i t y ,  but  u s u a l l y  wi th  
l e s s  p r e c i s i o n .  A s h a rp e r  inner  rim can cause  more a br u pt  s l u r s  but  
u s u a l l y  improves  a c c ur ac y .  Note :  S t ud e nt s  who use  e xc e ss iv e  
mouthpiece  p r e s s u r e  or  s t u d e n t s  who wear b ra ce s  sho ul d  use a 
mouthpiece  wi th  a wide cush ione d  rim and a rounded inner  r im to  a id  
t h e i r  en dur ance .
The cup s i z e  g e n e r a l l y  e f f e c t s  the  tone  and resonance ,.  A l a r g e r  
cup volume pro duces  a  d a r k e r ,  rounder  tone but  wi th  l e s s  re so nance  in 
the  high  r e g i s t e r .  A sh a l lo w e r  cup p r o v id e s  more res ona nc e  in the  
upper r e g i s t e r  and prod uc es  a b r i g h t e r  ton e .  A l a r g e r  backbore 
r e s u l t s  in a b i gg e r  sound and g i ve s  more resonance  in the  upper 
r e g i s t e r ,  bu t  i f  i t  i s  too  l a r g e ,  the  tone t en ds  to  become a i r y .  The 
la rg e  bore  a i d s  in tone pr od uc t io n  in the  low r e g i s t e r .  A small  bore 
g e n e r a l l y  pro duc es  a s m a l l ,  pure  tone .
Tuning  the  Horn
Because no b r a s s  ins t ru me nt  has  p e r f e c t  i n t o n a t i o n ,  every  
m a nu fa c tu re r  of b r a s s  in s t r um e nt s  d e s ig n s  in s t ru m e nt s  wi th  a d j u s t a b l e  
s l i d e s  so  the  in s t r u m en t  can be tuned a c co rd i n g ly .  I t  i s  s a f e  to  say 
t h a t  no b r a s s  ins t r um en t  can be tuned to  p e r f e c t  tempered  i n to n a t i o n .  
T h e r e f o r e ,  b r a s s  p l a y e r s  must have f l e x i b l e  in t o n a t i o n .  They must be 
ab le  to  a d j u s t  the p i t c h  w i t h in  a f r a c t i o n  of a second  wi th out
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a d j u s t i n g  any s l i d e s .  Trombone p l a y e r s  can ach ieve  t h i s  wi th  s l i g h t  
a d ju s tm e nt s  o-f the  s l i d e .  All  o th e r  b r a s s  p la y e r s  a d j u s t  their-  
i n t o n a t i o n  by making a s l i g h t  a d ju s tm ent  o-f the embouchure or by u s in g  
an a l t e r n a t e  - f ing er ing .  Horn p l a y e r s  have an added  advantage  because  
they  can a l t e r  the  p i t c h  by making s l i g h t  ad ju s tm e nt s  w i th  the  r i g h t  
hand in the  b e l l  of the  in s t r u m e n t .  In ord er  to a d j u s t  the  p i t c h  
w hi le  p l a y i n g ,  the  horn  player- must  c lo s e  h i s  r i g h t  hand s l i g h t l y  in 
the b e l l  to  - f la t t e n  the  p i t c h ,  and open i t  s l i g h t l y  to r a i s e  the 
p i t c h .
Each s l i d e  on the  horn must be a d j u s t e d  ac c o r d in g ly  to  p la c e  the  
p i t c h  o-f the  horn  somewhere in the pr ox im i ty  o-f an a c c e p t a b le  tempered  
s c a l e .  The in t o n a t i o n  o-f the  va lve  s l i d e s  a re not  even co n s i d e r e d  
u n t i l  the  open horn is tun ed .  On the  s i n g l e  F horn the  open G and C
e a s i l y  be done w i th  t o d a y ' s  modern e l e c t r i c  t u n e r s .  Pu l l  the  main 
tu n in g  s l i d e  out  to  lower the  p i t c h  and push i t  in to  r a i s e  the  p i t c h .  
Once the  open horn i s  tuned ,  c o n t in ue  tun ing  the  F horn  by tu n in g  the
The t h i r d  v a lv e  i s  used  m o s t l y  in combina t ion  wi th  the  o th e r  
v a lv e s .  Some horn p l a y e r s  advoca te  u s in g  the  t h i r d  va lve  a lone  as  a 
s u b s t i t u t e  - f ing er in g  f o r  a l l  f i r s t  and second va lve  f i n g e r i n g s .  
T h e o r e t i c a l l y ,  the  second  va lve  lowers  the p i tc h  of  the  F horn one 
h a l f  s t e p ,  the  f i r s t  va lv e  lowers  the  p i t c h  a whole s t e p ,  and the
( c o nc er t  C and F> ar e  tuned
second va lv e  to  F sha rp  ( c o n c e r t  B) and the  f i r s t  va lue
to  F (c o n c e rt B f l a t )
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t h i r d  va lve  lowers  the  p i t c h  one and a h a l f  s t e p s .  T h e r e fo re ,  the  
p i t c h  o-f the  - f i r s t  and second valve  combina t ion  sho uld  equa l the  p i t c h  
o-f the  t h i r d  v a lv e .  In a c t u a l i t y ,  the  one and two combina t ion  i s 
h i g h er  than the  t h i r d  va lv e .  Al though the  f i r s t  and second va lve  
c om bina t ion  i s  a l i t t l e  sh a r p ,  most t e a c h e r s  and p er fo rm er s  p r e f e r  
t h i s  co mbina t ion  to  the  t h i r d  va lve  a lo n e .  T his  a l low s  more f a c i l i t y  
d u r i n g  f a s t  pa s sa g es .
The next  s te p  i s  to  tune the  t h i r d  va l v e .  P lay  G sharp  ( c o n c e r t
C sh a rp )  gEEEiEiSjwi th  the  second  and t h i r d  va lv e .  Do not  1
r e a d j u s t  the  second  va lv e .
The proce dur e  f o r  tun ing  the  double horn i s  s i m i l a r  to t h a t  f o r  
s i n g l e  F h o rn s .  The top row of  s l i d e s  a f f e c t s  the  F s ide  of  the  horn 
and the bot tom row of s l i d e s  a f f e c t s  the B f l a t  s i d e .  Sortie model 
double  hor ns  have both  F and B f l a t  tu n in g  s l i d e s  while  o th e r  models  
have an F t u n i ng  s l i d e  bu t no B f l a t  t u n i ng  s l i d e .  I f  the  horn has  no 
B f l a t  tu n i ng  s l i d e ,  tune  the  d f l a t  s id e  f i r s t  wi th  the  main tun in g  
s l i d e  ( u s u a l l y  the  s l i d e  n e a r e s t  the  mouthpipe which  a f f e c t s  the  p i t c h  
of bo th  s i d e s  of  the  in s t r u m e n t ) .  Because the  F horn was tuned  to the 
s i x t h  p a r t i a l ,  the  B f l a t  s id e  wi l l  a l s o  be tuned  to  the  s i x t h
p a r t i a l .  P lay  C ( c o n c e r t  F> »  M- «  open on the B f l a t
h or n ,  a d j u s t i n g  the  main t un in g  s l i d e  or the  B f l a t  s l i d e  (on horn s  
w i th  B f l a t  tu n e r s )  u n t i l  the  p i t c h  i s  t r u e .  Now tune the B ( co n c e r t  
I o n  the  B f l a t  s id e  by a d j u s t i n g  the  second
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v a l v e  s l i d e ,  r e m e m b e r in g  t h a t  th e  B - f la t  s l i d e s  a r e  th e  b o t t o m  s e t  o-f 
s l i d e s .  C o n t i n u e  t o  tu ne  t h e  B - f la t  s i d e  by a d j u s t i n g  th e  - f i r s t  v a l v e
a d j u s t i n g  t h e  t h i r d  v a l v e  s l i d e  w h i l e  p l a y i n g  a  6 s h a r p  ( c o n c e r t  C
Once a l l  th e  s l i d e s  a r e  tu n e d  on the  B - f la t  s i d e  o-f th e  d o u b l e  
h o r n ,  th e  F s i d e  s h o u l d  be t u n e d .  The same p r o c e d u r e  -for t u n i n g  th e  
s i n g l e  F ho rn  i s  u s e d  e x c e p t  t h a t  th e  open G w i l l  be a d j u s t e d  by an F 
t u n i n g  s l i d e  an d  n o t  th e  main  t u n i n g  s l i d e .  Compare t h e  i n t o n a t i o n  o-f 
th e  B - f la t  and  F h orn  by p l a y i n g  on b ot h  s i d e s  of t h e  h o r n ,  mak ing  
s l i g h t  a d j u s t m e n t s  w he re  n e e d e d .  S l i g h t  a d j u s t m e n t s  o f  p i t c h  can  be 
made by  o p e n i n g  o r  c l o s i n g  t h e  r i g h t  han d  in  t h e  b e l l .  C lo s e  th e  hand  
t o  lo w e r  th e  p i t c h  and  open  th e  hand  t o  r a i s e  t h e  p i t c h .  T h i s  
te c h n i q u e  i s  e s p e c i a l l y  b e n e f i c i a l  when p l a y i n g  v a l v e  c o m b i n a t i o n s  
whi ch  a r e  i n h e r e n t l y  s h a r p  ( 1 - 2 ,  1 - 3 ,  and  1 - 2 - 3 ) .
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s l i d e  w h i l e  p l a y i n g  a B f l a t  ( c o n c e r t  E f l a t ) a nd
s h a r p ) w i t h  a s e c o n d  and t h i r d  v a l v e  c o m b i n a t i o n
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Modu le  I I I
Objec t ive s :
1.  To le a r n  s p e c i f i c  t e c h n i q u e s  which w i l l  e na bl e  the  s t u d e n t  to  
s u c c e s s f u l l y  te ac h  a r t i c u l a t i o n  and t r a n s p o s i t i o n  to  young 
horn s t u d e n t s .
2.  To le a r n  s p e c i f i c  t e c h n iq u e s  which w i l l  ena ble  the  s tu d e n t  to  
s u c c e s s f u l l y  te ach  young horn s t u d e n t s  how to  ex te n d  t h e i r  
range  and i n cr e a se  t h e i r  endurance .
3 .  To be ab le  to  d iagn ose  per formance problems and o f f e r  
s u g g e s t i o n s  f o r  improved p l a y in g .
Competenc ie s :
1.  S tu d e n ts  w i l l  d i u id e  i n to  p a i r s  and d ia gnose  each o t h e r ' s  
per formance  proble ms,  o f f e r i n g  su g g e s t i o n s  f o r  improved 
pi ay in g .
2.  S t u d e n t s  w i l l  be ab le  to  dem on s t ra te  a c c e p ta b l e  knowledge of
the  s u b j e c t  m a t t e r  by p a s s i n g ,  wi th  80 '/. o r  b e t t e r ,  an
i n c l a s s  exa mi na t io n  of the  c o n te n t  in Module I I I .
E na b le rs :
1.  C l a ss  l e c t u r e  and de m on s t r a t io n
2.  Role p l a y in g  in c l a s s
3. Observe a p re r e c o r d e d  v id e ot a pe d  m ic r o l e ss on  and apply
e v a lu a t i o n  forms
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D i r e c t i o n s  -for As se ss in g  P r er ec or de d  Videotape
Two e v a lu a t i o n  -forms were deve loped  to  he lp  e v a lu a te  s tu d e n t  
performance  and to  he lp  sharpen  tea c hi ng  s k i l l s  v i a  se l - f -a ss e ss m e nt .
In t h i s  module,  s t u d e n t s  w i l l  use the se  forms  to  a s s e s s  a p re r e c o r d e d  
v i de ota pe  of a m ic r o le s s o n .  T h is  m ic ro l es son  i s  d i v id e d  in to  th r e e  
p a r t s :  (1)  p r e t e s t  ( p r e s e n t a t i o n  of o r i g in a l  t a s k ) ,  (2) t e a c h i n g
( p r e s e n t a t i o n  of new t a s k s ) ,  and (3)  p o s t t e s t  ( r e s t a t i n g  o r i g i n a l  
t a s k ) .  Beginning  wi th  the  Per formance  E va lua t io n  form ( se e  F igu re  1, 
p.  52) ,  s t u d e n t s  w i l l  obs erve  the  tape and c o n c e n t r a te  on seven 
a s p e c ts  of mus ica l  pe r f or ma nc e .  These  a s p e c ts  inc lud e  p i t c h ,  rhy thm,  
tempo, a r t i c u l a t i o n ,  p h r a s in g ,  dynamics ,  and ton e .  O b s e r va t io n s  w i11 
be made by s t u d e n t s  in a s e r i e s  of f i f t e e n  second t ime i n t e r v a l s .  
S tu d e n ts  w i l l  have ten  seconds  to  observe beha vior  and f i v e  se conds  to  
mark a c a ta g or y  a s  be ing  c o r r e c t  (+) or in c o r r e c t  ( - ) .  Al l  c o r r e c t  
and i n c o r re c t  marks  w i l l  be added up and r ec or de d  f o r  the  p r e t e s t  and 
p o s t t e s t .  S t u d e n t s  w i l l  then  view the  tape  once more and e v a lu a te  the  
te ac he r  in a l l  t h r e e  p a r t s  o f  the  tape  u s in g  the  Pedagogica l  
E va lua t io n  form (s e e  F ig u re  2 ,  p .  55) .
One of  the  most  b e a u t i f u l  c h a r a c t e r i s t i c s  of the  horn i s  i t s  be!  
c an to  or s in g in g  s t y l e .  Legato  p la y in g  i s  one of  the  most impor tan t  
f a c t o r s  in making the  ------
note  i s  s t a r t e d  wi th  the  tongue .  The note  f o l lo w in g  the  i n i t i a l  no te  
i s  p iaye d  w i th ou t  be ing  tongued .  More s p e c i f i c a l l y ,  the  a i r  s t ream
A rt  i c u l a t i  on
Leoato pa ss a ge s The i n i t i a l
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remains s t e a d y  and i s  not  in t e r r u p t e d  by the  tongue .  I f  the l i p  
v ib r a t i o n  s t o p s ,  even -for an i n s t a n t ,  du r in g  the  t r a n s i t i o n  -from note  
to  n o t e ,  the  1eo a to  q u a l i t y  w i l l  be impa i red ,  i f  not  d e s t r o y e d .
S y l l a b l e s  a r e  used  to  a i d  in producing  smooth s l u r s .  The vowels 
"o o- he e” a r e  u t i l i z e d  in making an upward s l u r  and the  vowels "ee-hoo"  
a r e  used  to  a s s i s t  a  downward s l u r .  Because of the  many d i f f e r e n t  
d e gr ee s  of  i n t e n s i t i e s  of "hoo" and "he e ,"  a s e r i e s  of n o t e s  can be 
s l u r r e d  upwards or  downwards. The "H" b r i n g s  the  back of the  tongue 
upward and i n c r e a s e s  the  i n t e n s i t y  of the a i r  s t rea m w i th o ut  making a 
la rg e  t h r u s t  of  a i r  from the  dianhraom.
Al though le o a t o  tongu ing  i s  not  a lways  n o ta te d  a s  such ,  i t  i s  
c o n s t a n t l y  needed  when p la y in g  melodic  p as sa ge s  t h a t  in c or po r a te  
s l u r r e d  and tongued n o te s .  The same vowels t h a t  a re  used f o r  s l u r r e d  
no te s  a re  a l s o  u t i l i z e d  f or  1eoa to  tongu ing ,  but  the  a r t i c u l a t i o n  "D" 
i s  added . The r e s u l t i n g  s y l l a b l e s  a re  “Doo-Dee" f or  an asc en di ng  
passage  and “Dee-Doo" fo r  a descending  p ass ag e .
Tonguing  p r e s e n t s  p roblems fo r  young b r a ss  p l a y e r s .  In some 
c a s e s ,  t h i s  p roblem can be a t t r i b u t e d  to  the  f a c t  th a t  the  word 
" a t ta c k "  has  been g iven  to the  pr oc es s  by which a no te  i s  s t a r t e d  or 
tongued.  I t  i s  advantageous  f or  t e a c h e r s  to  teach  s t u d e n t s  to  th ink  
of the  tongue  not  as  going to  the c o n ta c t  p o i n t ,  but r a t h e r  a s  o e t t  i no 
away. The tongue mer e ly  a c t s  as  a va lve  t h a t  c o n t r o l s  the  passage  of 
a i r  in t o  the  horn .
Most t e a c h e r s  advoca te  p l a c in g  the  t i p  of the  tongue behin d  the 
upper  t e e t h ,  in the  same p o s i t i o n  t h a t  they would i f  they were to
Leoato  tonguin g  i s  u s u a l l y  no ta te d  in t h i s  mannei
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a r t i c u l a t e  the  l e t t e r  "T," Here ,  ag a i n ,  a s  in l e g a t o  p l a y in g ,  the  
u t i l i z a t i o n  o-f s y l l a b l e s  a s s i s t s  the  tonguing  p r o c e s s .  The s y l l a b l e s  
” to h , "  1 t a h , “ and " t ee "  a re  used  -for tonguing  in the  low,  mi dd le ,  and 
high r e g i s t e r s  r e s p e c t i v e l y .  When a r t i c u l a t i n g  the  s y l l a b l e  " t o h ,"  
the  embouchure m us c l es  a re  more r e l a x e d ,  the  l i p  a p e r t u r e  i s  l a r g e r ,  
and the lower  jaw i s  a u t o m a t i c a l l y  t h r u s t  downward, which i s  an 
e s s e n t i a l  - fac tor  when p la y in g  in the  low r e g i s t e r .  The s y l l a b l e  " tah" 
r e q u i r e s  a f i r m e r  s e t  of embouchure mus c l es ,  a sm a l l e r  a p e r t u r e ,  and a 
h ig he r  jaw p o s i t i o n .  When a r t i c u l a t i n g  the  s y l l a b l e  " t e e , "  the  
embouchure musc les  a r e  f i rm ,  the  a p e r tu r e  i s  s m a l l ,  the  t e e t h  are
even , the  tongue i s  in the  r e a r  o f  the  upper  te e t h  ready  to  r e l e a s e  a
j e t  of a i r  a t  h igh p r e s s u r e ,  and the mouth c a v i t y  i s  now small  enough 
to  r e s t r i c t  the  a i r  s t ream and he lp  produce the h igh a i r  p re ss u re  
needed in the  high  r e g i s t e r .  F igure  5 shows the  d i f f e r e n t  s y l l a b l e s
and t h e i r  r e s p e c t i v e  r an ge s .
F ioure  5 . S y l l a b l e  Used in Tonguing
l e g a to  tonguing  normal tonguing
low r e g i s t e r  doh toh
middle  r e g i s t e r  dah tah
high r e g i s t e r  dee tee
Dur ing  t h e i r  cour se  of s tud y  on the  horn ,  s t u d e n t s  w i l l  need to  
le ar n  how to  double  and t r i p l e  tongue .  The s y l l a b l e s  " ta -k a "  or 
" too-ka"  a r e  u t i l i z e d  to  teach  double  tonguing  on the  horn .  Because 
the  s y l l a b l e  t h a t  be g i ns  wi th the  “T" w i l l  speak more c l e a r l y  than the
R ep ro d u c ed  with p erm issio n  o f  th e  copyright ow n er. Further reproduction prohibited w ithout p e rm ission .
110
s y l l a b l e  that,  be g in s  wi th  the "K ,” i t  i s  a dv isa b le  to  have the  
s t u d e n t s  p r a c t i c e  s lowly  w i th  a met ronome, ac c e nt in g  a l l  the  s y l l a b l e s  
b e gi n n in g  wi th  the  "K." T h is  method i s  g r ad u a l l y  sped  up and the  
acc e n t  i s  removed.
T r i p l e  ton guing  can be ta ug ht  v ia  one o-f two p a t t e r n s  o-f 
s y l l a b l e s :  " t a - t a - k a ,  t a - t a - k a ,  t a - t a - k a "  or " t a - k a - t a ,  t a - k a - t a ,
t a - k a - t a . "  In or de r  to  a ch ie ve  a t r i p l e t  p u ls e ,  i t  i s  a d v is a b l e  to  
a c c e nt  the  - f i r s t  of  the  t h r e e  s y l l a b l e s .
Double tongu in g  e x e r c i s e .
Unl ike  a young p i a n i s t ,  young s t u d e n t s  who p la y  b r a s s  in s t r um e nt s  
do not  have  comple te  a c c e s s  to  the  e n t i r e  range  of  t h e i r  in s t r u m e n t .  
Be ing a b le  to  f a c i l i t a t e  p la y in g  in the  p r a c t i c a l  range  of the  horn  i s  
an aqu i r e d  sk i 11.
I t  seems t h a t  many horn s t u d e n t s  a r e  obse ssed  wi th  ex te n d i n g  
t h e i r  upper  r e g i s t e r  w i th  l i t t l e  or  no emphasis on t h e i r  low r e g i s t e r .  
A c t u a l l y ,  the key to  e x t e n d i n g  the  h igh r e g i s t e r  on the  horn i s  to  
deve lop  good p la y in g  h a b i t s  in the low r e g i s t e r .  The low r e g i s t e r  can 
be p la y ed  wel l  on ly  w i th  good b r e a th  supp or t  and a r e l a x e d  but  f i r m
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T r i p l e  tongu ing  e x e r c i s e .
Range and Endurance
I l l
embouchure . These  two f a c t o r s  must be ach ieved  be fo re  a t te m p t i n g  to 
p la y  wel l  in the  h igh  r e g i s t e r .  A d d i t i o n a l l y ,  c l e a n  c l e a r  a t t a c k s  a re  
p a r t i c u l a r l y  d i f f i c u l t  to  o b t a in  in the  low r e g i s t e r .  Thus p r a c t i c e  
in the  low r e g i s t e r  can se rv e  a s  a v e h ic le  to  improve good b r e a th  
s u p p o r t ,  embouchure f o r m a t i o n ,  and a c c u r a te  a t t a c k s  over  the  e n t i r e  
range  of the  in s t ru m e n t .
Two means of  e x te nd in g  ra ng e ,  bo th in the  upper  and lower 
r e g i s t e r s ,  inc lud e  p r a c t i c i n g  on the  mouthpiece a lone  and p r a c t i c i n g  
l i p  s l u r s .  Because  no t e s  speak  wi th  l e s s  r e s i s t a n c e  on a mouth pie ce ,  
p r a c t i c e  on a mou thpiece  a lon e  p r e s e n t s  a more gradua l  approach  to  
p l a y in g  the  same n o te s  on the  ho rn .  P r a c t i c i n g  l i p  s l u r s  by u t i l i z i n g  
the  n a t u r a l  harmonic  s e r i e s  i s  an e f f i c i e n t  method of  e x te n di ng  range  
in e i t h e r  d i r e c t i o n .  By e l i m i n a t i n g  a r t i c u l a t i o n  a l l  t o g e t h e r ,  one 
can c o n c e n t r a t e  on the  f u n c t i o n  of the  musc les  w i t h in  the  mouthpiece  
th a t  c o n t r o l  the  a p e r t u r e .  The fo l l o w in g  e x e r c i s e  i s  d e s ig ne d  to  
ex ten d  the  range  in the  h igh  r e g i s t e r .  P r a c t i c e  i t  in f r o n t  of a 
mi r r o r .
Using  only  the open F ho r n ,  s l u r  the  t h i r d  spaced  C to  a f o u r th
the  next  n a t u r a l  ove r t one  p r o g r e s s i v e l y .  Thi s  shou ld  be worked up as  
h igh  a s  p o s s i b l e  w i t h o u t  u s i n g  any mouthpiece  p r e s s u r e  and by making 
as l i t t l e  movement as  p o s s i b l e  wi t h  the  musc les  a t  the  c o r n e r s  of  the  
l i p s .  C on sc i ous ly  t r y  t o  l i p  up each  note  wi th  the  b u z z in g  a r e a  
in s id e  the  m ou th pi ec e .  Al l  the  n o te s  must be p la ye d  in a c o n t r o l l e d ,  
s te a d y  tempo.  I t  must be done a c c u r a t e l y ,  t r y i n g  to  make the  
t r a n s i t i o n  from note  to  no te  a s  smooth as  p o s s i b l e .
Cont inu ing  on the  same C, add
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S t u d e n t s  who r e l y  on th e  c o r n e r  m u s c l e s  -for n o t e  c h a n g e s  
u l t i m a t e l y  r e s o r t  t o  h e a vy  m o u t h p i e c e  p r e s s u r e  when t h e y  n e e d  t o  p l a y  
in th e  e x t r e m e  h i g h  r e g i s t e r .  T h i s  r e l i a n c e  on e x c e s s i v e  m o u t h p i e c e  
p r e s s u r e  ma kes  p l a y i n g  s o u n d l a b o r e d ,  r e d u c e s  - f l e x i b i l i t y ,  h a r d e n s  th e  
t o n e ,  and  d e c r e a s e s  e n d u r a n c e  by a t  l e a s t  ha l - f .  A t e l l t a l e  s i g n  o-f a 
s t u d e n t  who u s e s  e x c e s s  m o u t h p i e c e  p r e s s u r e  i s  th e  d i s t i n c t  i m p r e s s i o n  
o-f a  m o u t h p i e c e  r i m  le - f t  on th e  l i p s  when th e  m o u th p ie c e  i s  re mo v e d.  
E v e r yo n e  u s e s  some p r e s s u r e  t o  a  c e r t a i n  d e g r e e .  The s l i g h t  r e d d e n i n g  
o-f th e  l i p s  in t h e  m o u t h p i e c e  a r e a  i s  q u i t e  p e r m i s s i b l e  b e c a u s e  i t  
r e s u l t s  f rom s t i m u l a t e d  b lo o d  c i r c u l a t i o n .  1-f t h e  c o r n e r s  o-f t h e  
mouth  ach e  -from p l a y i n g ,  o r  th e  m u s c l e s  a r o u n d  th e  d i m p l e s  a c h e ,  th e  
p l a y e r  i s  u t i l i z i n g  th e  c o r r e c t  m u s c l e s  -for p l a y i n g .
One o-f th e  s e c r e t s  o-f i m p ro v in g  e n d u r a n c e  i s  to  r e l i e v e  t h e  
p r e s s u r e  o-f th e  m o u t h p i e c e  a g a i n s t  th e  l i p s  a t  e v e r y  o p p o r t u n i t y .  One 
o-f t h e  b e s t  e x e r c i s e s  -for h o r n  p l a y e r s  to  p r a c t i c e  wh ic h  w i l l  i n c r e a s e  
e n d u r a n c e  i s  lo n g  t o n e s .  Long t o n e s  a r e  p a r t  o-f a d a i l y  warm up 
r o u t i n e  t h a t  s h o u l d  be  r e q u i r e d  o-f s t u d e n t s ,  even  a t  a  v e r y  e a r l y  
s t a g e  in t h e i r  d e v e l o p m e n t .  T h i s  warm up r o u t i n e  s h o u l d  a l s o  i n c l u d e  
s c a l e s ,  -for - f in g e r  d e x t e r i t y ,  an d  l i p  s l u r s ,  f o r  l i p  f l e x i b i l i t y .  
A n o t h e r  me th o d  of  i n c r e a s i n g  e n d u r a n c e  i s  by p r a c t i c i n g  l o n g ,  s lo w  
e t u d e s  w i t h  m o d e r a t e  vo lumn and  r a n g e  dema nd s .  I t  i s  a d v a n t a g e o u s  to  
p r a c t i c e  e n d u r a n c e  a t  th e  en d  o f  a p r a c t i c e  s e s s i o n ,  r a t h e r  th a n  a t  
th e  b e g i n n i n g ,  when th e  p l a y e r  i s  f r e s h .  P l a y e r s  s h o u l d  en d  th e  
p r a c t i c e  s e s s i o n  when th e  l i p s  s t i l l  f e e l  go od ,  and  s h o u l d  f o l l o w  a
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long  p r a c t i c e  s e s s i o n  wi th  a warm down r o u t i n e  c o n s i s t i n g  o-f s o f t  
s u s t a i n e d  n o te s  in the low r e g i s t e r .
P h i l i p  F a r k a s '  book,  The Ar t  of French  Horn PI ay ino  (Wind Music,  
I n c . )  and Mi lan  Y a n c ic h ' s  A P r a c t i c a l  Guide to  French  Horn P la y in g  
(Wind Music ,  I n c . )  a re  two ver y  good books  t h a t  co nt a in  a v a r i e t y  of 
e x e r c i s e s  d e s ig ne d  to  in c r e a se  range  and end urance .  Al though the  
e x e r c i s e s  c o n ta in e d  in th e se  t e x t s  a re  des ig ne d  fo r  more advanced 
p l a y e r s ,  a l i t t l e  m o d i f i c a t i o n  on the  t e a c h e r ' s  p a r t  can pr ov ide  even 
very  young s t u d e n t s  wi th  a pro pe r  r o u t i n e  fo r  b u i l d i n g  and m a i n ta i n in g  
a s t r o n g  embouchure ( s e e  i l l u s t r a t i o n  7 ) .
I l l u s t r a t i o n  7 . M od i f ie d  long  tone  and warm down e x e r c i s e s
Long tone e x e r c i s e
Warm down e x e r c i s e  
T r a n s p o s i t i o n
There  was once a t ime when i t  was sa f e  to  say t h a t  a l l  horn 
p l a y e r s  would  have to  do some t r a n s p o s in g  d ur in g  t h e i r  c ou rs e  of  s tud y  
through h igh sc h o o l .  The h igh school  band horn p la y e r  o c c a s i o n a l l y  
e nc ou nte re d  p a r t s  w r i t t e n  f o r  horn in E f l a t .  The h igh  school  
o r c h e s t r a l  horn p l a y e r ,  on the  o th e r  hand,  cou ld  enco un ter  se v er a l  
d i f f e r e n t  t r a n s p o s i t i o n s  th ro ug ho ut  the  co urs e  of  one c o n c e r t .
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Although many p u b l i s h e r s  haue p ub l i s h e d  e d i t i o n s  which  co n ta in  
t ra ns p o se d  p a r t s  -for horn in F, th er e  s t i l l  e x i s t ,  even in band 
l i t e r a t u r e ,  many e d i t i o n s  t h a t  r e q u i r e  t r a n s p o s in g  on the p a r t  o-f the 
horn p l a y e r .  I t  i s  a d v is a b le  t h a t  the  h igh school  in s t r um en ta l  
conductor  teach t r a n s p o s i t i o n s  to  h i s  s t u d e n t s  or  e l s e  be pr e pa re d  to 
t r an spo se  the p a r t s  h i m se l f  and provide  t r a ns p o se d  c op i e s  to  h i s  
s t u d e n t s .
One o-f the  e a s i e s t  methods o-f t e a c h i ng  t r a n s p o s i t i o n  i s  by the  
in te r v a l  method . Because the  p a r t s  must be t r a ns p os e d  to  the key o-f 
F, the  horn p l a y e r  mus t - f i r s t  de te rmine  the  i n t e r v a l  between the  key 
to be t r a ns po s e d  and F.  The -following formula  may be he l p fu l  in 
de te r mi n i ng  the  r e q u i r e d  t r a n s p o s i t i o n  of any key:
(Key o f horn p a r t )  is  a (N) above/below F . T h ere fo re
p la y  ev e ry th in g  a <N) above/below where w r i t t e n .
N = in t e r v a l
For example,  f o r  horn in 6 t h i n k ,  “A G i s  a major  second above an
F. T h e r e f o re ,  p l a y  e v e r y th i n g  a major second above where w r i t t e n . "  A 
common t r a n s p o s i t i o n  in the  band l i t e r a t u r e  i s  f o r  horn in E f l a t .  
Applying the  form ula  to  t h i s  t r a n s p o s i t i o n  r e s u l t s  in the  fo l l o w i n g :
E f l a t  i s  a major  second  below an F, T he re fo re  p la y  e v e r y t h in g  a 
major  second  below where w r i t t e n .
An e a s i e r  method  would be not  to  th ink  of the i n t e r v a l s  as  a 
major  second ,  o r  a mi nor  second ,  e t c . ,  but  as  a seco nd ,  o r  a  t h i r d ,  
e t c . ,  and t r a n s po se  the  key s i g n a t u r e  to c or re sp ond  to  the  same 
t r an sp os ed  i n t e r v a l .  In the  above example , a key s i g n a t u r e  of C would
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be t ra ns p o se d  down a major  second to the  key of B - f la t .  T h e r e f o r e ,  
m e nt a l ly  a d j u s t  the  key s i g n a t u r e  and p la y  e v e r y t h in g  down a second .
I t  i s  impo r tan t  to  no te  t h a t  some keys a re  t ra n s p o s e d  downward, 
some are  t r a n sp o se d  upward , and , as in the c a se s  of horn  in B - f la t  and 
in C, the  t r a n s p o s i t i o n  can go e i t h e r  d i r e c t i o n ,  depending  on the 
in t e n t  o-f the  composer.  Horn in B - f la t ,  horn in C, and t h e i r  
r e s p e c t i v e  c o u n t e r p a r t s ,  horn in B - flat  bas so  and horn in C bass o  a re  
a lways t r a n s p o se d  down. The composer in d i c a t e s  an upward 
t r a n s p o s i t i o n  by w r i t i n g  "horn in B - f lat  al to  or horn in C al  t o ."
Table  5 may be ve ry  use-ful in de te r m in in g  the  pr op er  t r a n s p o s i t i o n s  of 
a l l  the  d i f f e r e n t  keys .
Dia gnos ing  Per formance  Problems
There  a re  two b as ic  app ro ac hes  to  te a c h in g .  The f i r s t  is  
t e a c h in g  through d e m o n s t r a t i o n ,  whereas  s t u d e n t s  l e a r n  by i m i t a t i n g  
the  t e a c h e r  ( p la y i n g  by r o t e ) .  The second i s  a n a l y t i c a l  t e a c h i n g , -  
whereas  i n d iv id u a l  per formance  r e s u l t s  a re  ana l yze d  and e xp la i n e d  by 
the  t e a c h e r .  The idea l  t e ac h e r  not on ly  d i ag nos es  per formance 
problems and o f f e r s  s u g g e s t i o n s  f o r  improvement,  bu t  a l s o  goes one 
s te p  f u r t h e r  by t e a c h in g  s t u d e n t s  how to  e va lu a te  t h e i r  own p l a y in g  
through s e l f  e v a l u a t i o n  methods .  S e l f  e v a l u a t i o n  sh o ul d  be ta u g h t  in 
the  i n i t i a l  l e s s o n s  and sh ou ld  be used as  a model f o r  s t u d e n t  p r a c t i c e  
a t  home. The f i r s t  s t e p s  t o  e v a lu a t i o n  should  be done by having  the 
s t u d e n t s  e v a lu a te  de m o n s t r a t i o n s  by the  t e a c h e r .  These  o b s e r v a t i o n s  
should  be done both  a u r a l l y  and v i s u a l l y .  S t u d e n ts  sh ou ld  be taug ht  
what  to look  f o r  and what to  l i s t e n  fo r  through c o r r e c t  and in c o r r e c t
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Table  5.
Horn Tr ans po s  i t  i one-
E n g lis h  French German tra n s p o s itio n
E Mi E down a minor 2d v e ry  common
E f l a t Mi be'm ol Es down a major 2d ve ry  common
D Re D down a minor 3d f a i r l y  common




( t i e f )
down a p e rfe c t 4th common
C a l t o C hoch up a p e rfe c t 5 th ra re
B Si H down a dim. 5th seldom
B f l a t  Si be'mol B 
<B f l a t  basso) <B i i e f )
down a p e rfe c t 5th f a i r l y  common
B f l a t  a l t o  B hoch up a p e rfe c t 4th f a i r l y  common
F sharp Fa d i 'e s e  F is up a minor 2d almost never
6 Sol G up a major 2d f a i r l y  common
A f l a t La be'm ol As up a minor 3d ra re
A La A up a major 3d f a i r l y  common
d e m o n s t r a t i on s  o-f tone  p r o d u c t i o n ,  embouchure - formation , p o s t u r e ,  and 
p la y in g  p o s i t i o n .  By l e a r n i n g  to  e v a l u a t e  te ac h er  de m o n s t r a t i o n s ,  
s t u d e n t s  l e a r n  t o  e v a l u a te  t h e i r  own p la y in g .  T h is  method o-f s e l f  
e v a l u a t i o n  sho uld  be a p p l i e d  to  home p r a c t i c e  s e s s i o n s  by i n s t r u c t i n g  
s t u d e n t s  to  p r a c t i c e  in f r o n t  o f  a m i r r o r  and to  ta p e - r e c o r d  and 
e v a l u a t e  t h e i r  p l a y i n g .
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A knowledge before ha nd  o-f p roblems with  tone  pro du ct io n  th a t  
be g in nin g  b r a s s  p l a y e r s  e xpe r i en ce  i s  an impor tan t a id  to  performance  
e v a l u a t i o n .  The f o l lo w in g  l i s t  of ch e c kp o in ts  d e s c r ib e s  problems t h a t  
f re q u e n t  young b r a s s  p l a y e r s ;  <1> p u f f in g  cheeks ,  not  f o c u s i n g  the  
a i r  s t re a m ,  (2)  c l e n c h in g  t h e i r  t e e t h ,  (3)  p in ch ing  t h e i r  l i p s  t i g h t l y  
to g e t h e r ,  (4)  h o ld in g  the  l i p s  too f a r  a p a r t ,  <5> not  b lowing wi th  
enough f o r c e ,  and <6 ) p l a y in g  wi th  e xc ess  mouthpiece p r e s s u r e .
Most p roblems w i th  tone  p r o du c t io n  can be so l ve d  by c o r r e c t i n g  
one of th es e  pr oblems.  Al lowing  a i r  poc ke ts  to  form in the ch eeks  or 
l i p s  i s  e a s i l y  d e t e c t e d  by the  te a ch e r  and means th a t  the  c o r r e c t  
embouchure mu sc les  a r e  not  b e in g  used .  The s o l u t i o n  to  t h i s  p roblem 
i s  hav ing  the  s t u d e n t  p r a c t i c e  in f r o n t  of a m i r r o r  and c o n c e n t r a t e  on 
not  l e t t i n g  p oc ke ts  o f a i r  deve lop  between the  cheeks and gums. I f  a
s t u d e n t ' s  tone  sounds  very  a i r y ,  t h i n ,  and has  a buzzy q u a l i t y  to  i t ,
th e r e  i s  a good chance t h a t  the  s t u d e n t  i s  c le n c h in g  h i s  o r her  t e e t h .  
T h is  problem i s  b e s t  c o r r e c t e d  by a dem ons t r a t ion  by the  t e a c h e r .  The 
te a c he r  shou ld  f i r s t  p l a y  f o r  the  s t u d e n t  wi th  the  te e th  c l o s e d ,  and 
then  p la y  w i th  a c o r r e c t  embouchure.  Ne xt ,  i t  i s  a d v is a b le  f o r  the  
te ac he r  to  have the  s t u d e n t  im i t a te  what the  t e a c h e r  j u s t  d id  by 
p la y i ng  both  ways.  Now t h a t  the  s tu d e n t  knows what a c o r r e c t  tone  and 
an i n c o r r e c t  tone sounds  l i k e ,  the te a c h e r  should  i n s t r u c t  the  s t u d e n t  
to  p r a c t i c e  long to n e s ,  kee ping  the  t e e t h  a p a r t .  Teac he rs  sh ou ld  no te  
t h a t  j u s t  as  the  p o s i t i o n  of the  tongue  does not  remain the  same in 
d i f f e r e n t  r e g i s t e r s ,  the  space  between the  t e e t h  a l s o  changes  fo r
d i f f e r e n t  r e g i s t e r s .  The lower one p la y s ,  the la r g e r  the  space
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between the  te e t h  w i l l  be .  Conve rse ly ,  the  h i gh er  one p l a y s ,  the  
sm a l le r  the  space w i l l  be .
One o-f the  most - f r u s t r a t i n g  problems th a t  the  te a c he r  can 
enc ou nt er  i s  the  s t u d e n t  whose l i p s  j u s t  do no t seem to  v i b r a t e .  T hi s  
common problem can be ca used  by se ve ra l  r e a so n s .  The s tu d e n t  cou ld  be 
p l a y i n g  wi th  the  l i p s  p inche d  t i g h t l y  t o g e t h e r ,  o r ,  the  o p p o s i t e ,  the
s tu d e n t  cou ld  be kee pin g  the  l i p s  too  open.  P la y i ng  wi th  p inch ed  l i p s
does no t a l low  the  a i r  to  -flow - f ree ly between the  l i p s .  P la y i ng  wi th  
the  l i p s  too  open a l lo w s  the  a i r  to  pass  - f ree ly ,  bu t the  l i p s  do not  
v i b r a t e .  The symptoms -for bo th  problems seem to  be the  same.  The 
l i p s  do not v i b r a t e  c o r r e c t l y  or  do not  v i b r a t e  a t  a l l .  The te a c h e r  
i s  ab le  to  d i s c r i m i n a t e  be tween  the  two problems by be ing  a b le  to  hear
the  a i r  p a s s in g  through the  horn o t  the  s t u d e n t  who p l a ys  w i t h  the
l i p s  too  open.  The manner o-f c o r r e c t i n g  both problems i s the  same.  
S tu d e n t s  sh ou ld  be i n s t r u c t e d  to  p r a c t i c e  on the mouthpiece a lone  
u n t i l  the  buzz i s  improved.  The tea c he r  should  a l s o  e x pl a in  the 
■function of  the  embouchure to  the  s tu de n t  and s t r e s s  t h a t  a l th ou g h the 
l i p  c o r n e r s  sho ul d  remain f i r m ,  the  c e n te r  o f the  l i p s  sho uld  remain 
r e la x e d  and f l e x i b l e  so  they  may v i b r a t e .  I f  the  s tu d e n t  can 
c o r r e c t l y  form the  embouchure bu t  s t i l l  p roduc es  a weak to n e ,  the  
te ac he r  sh oul d  check to  make su re  t h a t  the  s tu d e n t  i s  b lowing wi th  
enough f o r c e .  S tu de n ts  do not  r e a l i z e  the  amount of a i r  r e q u i r e d  to  
f i l l  the  ho rn .  S tu d e nt s  sh ould  be encouraged  to  l i s t e n  to  more 
advanced horn p l a y e r s  by a t t e n d i n g  c o n c e r t s ,  l i s t e n i n g  to  r e c o r d i n g s ,  
and i f  p o s s i b l e ,  s i t t i n g  behind  a mature horn s e c t i o n  d u r in g  a
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r e h e a r s a l .  T h is  w i l l  no t  on ly he lp  them u nde rs ta nd  the amount o-f air- 
needed  to  p la y  the  ho rn ,  but  w i l l  a l s o  pro vide  them w i th  m o t i v a t i o n .
Prob ably  one o-f the  most common problems t h a t  -faces a l l  horn 
p la y e r s  i s  e x c e ss iv e  mouthpiece  p r e s s u r e .  Mouthpiece p r e s s u r e  u s u a l l y  
b e gi n s  wi th  an a t te m pt  to  in c r e a s e  the  upper l i m i t s  o-f the  ra n ge .  
P r e s s u r e  a c t u a l l y  p r ov es  to  be help-ful  in o b ta in in g  h igh n o t e s  u n t i l  
■fatigue s e t s  in .  Using e xc es s  mouthpiece p re ss u re  on the l i p s  le a v e s  
l e s s  su r f a c e  a r e a  to  v i b r a t e .  T h is  s m a l le r  s u r f ac e  a re a  v i b r a t e s  a t  a 
h ig h e r  f re qu e nc y ,  th u s  a id i n g  in pr od ucing  h igh  to n e s .  However, 
e x c e ss iv e  mouthpiece  p r e s s u r e  g r e a t l y  r ed uc es  endurance  and,  in some 
c a s e s ,  can cause  permanant  damage. The mouthpiece a c t s  a s  a 
t o u r n i q u e t ,  c u t t i n g  of f  the  b lood  supply  to  the  d e l i c a t e  m us c l es  of 
the  embouchure . I t  can a l s o  cause  sc a r  t i s s u e  to  b u i l d  up on the  l i p s  
over a pe r io d  of  y e a r s .  An a c c u m i l a t i on  of sc a r  t i s s u e  may le a d  to  a 
t o t a l  l o s s  of l i p  s e n s i t i v i t y  i f  d r a s t i c  measures  a re  not  t aken  to 
e l i m i n a t e  the p r e s s u r e  problem.
There  a re  se v e r a l  symptoms t h a t  he lp a te a c he r  de t e r min e  i f  
s t u d e n t  i s  p la y in g  w i th  too  much p r e s s u r e .  The s t u d e n t  may 
demo ns t ra te  a lack  of normal endu ra nc e .  There  i s  e x c e ss iv e  mark ing  of 
the  l i p  when the mouthpiece  i s  removed and,  in ex treme c a s e s ,  the  l i p  
w i l l  show wh i te  f o r  an i n s t a n t .  The s t u d e n t  has  a poor  h igh r e g i s t e r  
and poor  c on t r o l  d u r i n g  ver y  s o f t  p l a y i n g .  The s t u d e n t  has  a "bur ied"  
look about  the  mo u th pi e c e .  T h is  i s  not  n o t i c e a b le  of s t u d e n t s  wi th  
th i n  l i p s .  Another  s ig n  t h a t  a s t u d e n t  may be u s i n g  to  much 
mouthpiece  p r e s s u r e  i s  the  lack  of  l i p  v i b r a t i o n  du r i ng  s l u r r e d  
pa ss a ge s .
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Al though e x c e s s iv e  mouthpiece  p re ss u r e  i s  a common problem wi th  
young horn  p l a y e r s ,  many t e a c h e r s  e i t h e r  -fail to  re c og n iz e  the  problem 
or  -fail to  o-f t e r  s u g g e s t i o n s  to  he lp  e l i m in a te  the  p r e s s u r e  problem.  
E l i m i n a t i n g  mouthpiece  p r e s s u r e  i s  u s u a l l y  a long - f r u s t r a t i n g  
ex pe r ie nc e  -for bo th  t e a c h e r s  and s t u d e n t s .  Some ins t r um en ta l  
c on duc tor s  who do r e c o g n iz e  the  p r e ss u r e  problem seldom want  to  
sa c r i - f i c e  ac cu ra cy  in t h e i r  horn s e c t i o n s  to  enable  horn p l a y e r s  to  
le a r n  to  p la y  w i t h o u t  u s i n g  ex c e ss  mouthpiece p r e s s u r e .  One remedy 
■for t h i s  problem i s  to  encourage  s t u d e n t s  to p r a c t i c e  p a r t  o-f the  day 
w i th o ut  u s in g  the  -f ingerhook -for the  l i t t l e  - finger.  Al though t h i s  
does not  a l t o g e t h e r  p re v e n t  p r e s s u r e ,  i t  does remind s t u d e n t s  when 
p r e s s u re  oc cu rs  by p u t t i n g  unusua l s t r a i n  on the  le-ft  hand .  Another  
more d r a s t i c  measure  i s  to  have the  s t u d e n t  p l ac e  the  horn on a s h e l f  
o r t a b le  of h e ig h t  which e n a b le s  the  s tu d e nt  to  blow in to  the  horn 
wi th ou t  ho ld in g  i t .  P lay  long  open no te s  w i th out  tou ch in g  or moving 
the  horn .  Th is  e x e r c i s e  may be very  f r u s t r a t i n g  a t  f i r s t ,  but  wi th  
p e r s i s t e n c e ,  the  s t u d e n t  can e x t en d  the  range  in to  the  h ig h  r e g i s t e r  
w i t ho ut  moving the  horn .  R e l i e v in g  mouthpiece p re ss u r e  i s  s imply  a 
m a t te r  o f  g e t t i n g  the  c o r r e c t  mu sc les  to  work p r o p e r ly .  Because the 
l e f t  b ic e p s  musc le i s  the  c u l p r i t  f o r  a l l  mouthpiece  p r e s s u r e  
pr oblems,  t e a c h e r s  mus t i n s i s t  t h a t  s tu d e n ts  p l a y  w i th  a r e la x e d  
b i c e ps  musc le  a t  a l l  t i m e s .  The f o l lo w in g  e x e r c i s e  can be g iven to 
s t u d e n t s  to  he lp  deve lop  the  embouchure musc l es ,  thu s  e l i m i n a t i n g  the 
need f o r  the b ic e p s  musc le .
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Have the s t u d e n t  buzz the  - fo ilowing p i t c h e s  w i th ou t  the 
mouthpiece  ( t h i s  may take  a -few weeks -for a s t u d e n t  wi th  a pr e ss u re  
p ro bl em ) .
The s t u d e n t  should  c o n c e n t r a t e  on - focusing the buzz d u r i ng  the  e n t i r e  
p as sa g e .  Now have the  s tu d e n t  buzz the  same p i t c h e s  w h i le  g e n t l y  
p l a c i n g  the  mouthpiece  on the l i p s .  The mouthpiece  should  be h e ld  a t 
the  shank wi th  the  thumb and index -finger to  avo id  any p re s s u re  a t  
a l l .  Continue  the  p a t t e r n  up in to  the  high r e g i s t e r  u n t i l  the  - f i r s t  
b i t  o-f p r e s s u r e  i s  needed .  T h is  p a t t e r n  should  be r e p e a t e d  d a i l y ,  
g r a d u a l l y  e x t e n di ng  the  range  in t o  the  high r e g i s t e r  w i th ou t  the  use 
o-f p r e s s u r e .
Another e r r o r  t h a t  - f requents  young horn s tu d e n ts  i s  s to p p in g  the 
no te  wi th  the  tongue (commonly c a l l e d  the " tu t"  en d i n g ) .  T his  e r r o r  
is  e a s i l y  d e t e c t e d  by the  te a c h e r  because  a l l  n o te s  sound l ik e  they  
end wi th  a ” t . "  Have the  s t u d e n t  say "tail " and n o t i c e  what  ca u se s  the  
sound to  s t o p .  The diaphragm p la ys  a major r o l e  in the  r e l e a s e  o-f a 
p i t c h ,  wh i le  the  g l o t i s  p l a y s  a ver y  minor r o l e  in the  r e l e a s e  o-f a 
p i t c h .  S t u d e n t s  sh ou ld  r e l y  p r i m a r i l y  on the  d iaphragm to  end n o te s .  
R e l ea s in g  wi th  the  d iaphragm r e s u l t s  in p l a y in g  wi th  a more re so n a n t  
tone  q u a l i t y .  S tu d e n ts  sho ul d  be encouraged  to  p r a c t i c e  a t t a c k s  and 
r e l e a s e s  a s  p a r t  o-f t h e i r  d a i l y  warm up r o u t i n e .
P i tc h  accu ra cy  i s  an o th e r  per formance  problem t h a t  - f requents  
s t u d e n t s  and p r o f e s s i o n a l  horn  p l a y e r s .  In the  case  of  the  young 
s t u d e n t ,  many t im es  the  problem l i e s  in the  s t u d e n t ' s  un de rd eve loped  
e a r .  Because the  horn  p l a y s  r e l a t i v e l y  h igh in the  n a t u r a l  harmonic
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s e r i e s ,  i t  i s  easy  -for the young s tu d e n t  to  - finger  the  r i g h t  no te  but  
p la y  the  wrong harmonic .  Many t imes  the  no te s  immedia tely  - following 
the  i n i t i a l  mi ss  a r e  a l s o  p la yed  in c o r r e c t l y .  A s imple  remedy i s  to 
have the  s t u d e n t  s i n g  the  p a r t  and c on c e n t r a t e  on each i n t e r v a l .  T hi s  
i s  where the  p o ss e ss io n  o-f a good ear  r e a l l y  pr ove s  to be adv antageous  
to the horn p l a y e r .  S t u d e n t s  should  be to l d  to  hear  the p i t c h  be-fore 
a t t e m p t i n g  to  p la y  i t  and s e t  the  l i p s  in the exac t  spo t  where they 
th ink  the  no te l i e s .  Ut im a te ly ,  accuracy  can only be improved by 
c o n s c i e n t i o u s  p r a c t i c e  by the  s t u d e n t .  The - fol lowing e x e r c i s e  i s  an 
a id  to  p r a c t i c i n g  accu ra cy  by p r a c t i c i n g  a t t a c k s  and r e l e a s e s .
S tu de nt s  should  d i s c i p l i n e  t h e i r  c o n c e n t r a t i o n  by t r y in g  a t  f i r s t  to  
ge t  th rough each l i n e  w i th ou t  any missed  p i t c h e s .  When s t u d e n t s  can 
p la y  one l i n e  w i t ho u t  any e r r o r s ,  they should  push fo r  p la y in g  two 
l i n e s  in a row w i th o u t  any e r r o r s .  When s t u d e n t s  become more advanced 
and ma ture ,  they  can then implement Farkas-'  method of  p e n a l i z in g  
themselves  f o r  a miss ed  n o te .  This  method r e q u i r e s  the p la y e r  to  go 
back to the  beg in n in g  and do i t  over aga in  i f  a no te  i s  mi sse d ,  but 
on ly  a f t e r  c o n t i n u i n g  to  the  end . T h is  r e q u i r e s  the menta l t e ns io n  to 
be ev id e nt  a t  both the  be gin nin g  and a t  the  end of the e x e r c i s e .
Another key to  d i a gn os in g  per formance  problems i s  by e v a l u a t i n g  
the  r e l a t i v e  f r eq ue nc y  of missed  p i t c h e s .  Were the  missed  p i t c h e s  
l o c a te d  in a s p e c i f i c  p a r t  o f the  phr as e?  Young horn p l a y e r s  a re  
n o to r io u s  f or  m is s i n g  the  f i r s t  note  or the  l a s t  note of a ph ra s e .  
These e r r o r s  u s u a l l y  r e p r e s e n t  a l ack  of c o n c e n t r a t i o n  on the  p l a y e r ' s  
p a r t .  Were the  p i t c h e s  missed  because  of  range  problems? Many b r a s s  
p l a y e r s  miss  the  h ig h e s t  no te  or  no t e s  of a p h r a s e .  Most i n t e r e s t i n g
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are  those  who h i t  the  h i g h e s t  no te  a c c u r a t e l y  bu t  miss  the  note 
im ed ia t e l y  - fo llowing the  h ig h e s t  note o-f the p hr as e .  Young s t u d e n t s  
sometimes l e t  down on t h e i r  c o n c e n t r a t i o n  a fter - h i t t i n g  the h igh  n o te ,  
co nse qu ent ly  m i s s i n g  the  no te  - following the  high no te .
Te ac he rs  may f i n d  t h a t  s t u d e n t s  put  up a mental  b a r r i e r  and 
c o n s i s t a n t l y  m iss  c e r t a i n  p a ss a g e s .  By app ly in g  the  the or y  of 
g e n e r a l i z a t i o n  to  te a c h i n g ,  t h a t  i s ,  by proc ee din g  f rom the  known to  
the  unknown, a te a c h e r  may break  down the se  menta l b a r r i e r s .  A s imple  
example i s  b r e a k i ng  a d i f f i c u l t  passage  down in to  something  t h a t  the  
s tu d e n t  i s  f a m i l i a r  w i t h ,  such a s  a s c a l e ,  a rp e gg io ,  or  even an 
in t e r v a l .  By p r a c t i c i n g  the  s p e c i f i c  s c a l e ,  a r p e gg i o ,  or  i n t e r v a l ,  
the  s t u de n t  w i l l  u s u a l l y  l e a r n  t o  f a c i l i t a t e  the  d i f f i c u l t  p as sa ge .
F i n a l l y ,  i t  i s  beyond the  scope  of  t h i s  book to  p r e s e n t  every  
problem th a t  a s tu d e n t  or t ea c h e r  may ever  en co unter  in the  t e a c hi ng  
pr o c e ss .  For a more d e t a i l e d  d e s c r i p t i o n  of e r r o r  d e t e c t i o n  and 
c o r r e c t i o n  pr o c e d u r e s ,  see  Chapter  E ight  of  Danie l K oh ut ' s  Musical  
Pe r f or ma nc e■ p u b l i sh e d  by P r e n t i c e - H a l 1, Inc.
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M odule  IV
O b je c t i v e s :
1 .  In c r e a se d  knowledge about m is c e l l an e o u s  a s p e c t s  o-f horn 
te a c h i n g  and p la y in g  such a s  mutes  and te r m in ol og y ,  
h i s t o r i c a l  background,  l i t e r a t u r e ,  and s e a t i n g  the  horn  
s e c t i o n  in l a r g e  ensembles  and chamber ensembles .
2.  To be ab le  to  s u c c e s s f u l l y  teac h  be ginning  and in te rm e d i a te  
le ve l  horn  s t u d e n t s .
Competenc ies :
1.  S t u d e n t s  w i l l  be ab l e  to  demons t ra te  a cc e pt a b le  knowledge of
the  s u b j e c t  m a t t e r  by pa ss in g ,  wi th  80 '/. or  b e t t e r ,  an
i n c l a s s  exa mi na t io n  o-f the  co n te n t  in Module IV.
2 .  S tu d e n ts  w i l l  be ab le  to  de mons t ra te  a c c e p ta b le  knowledge o-f
th e  s u b je c t  m a t t e r  by p a s s in g ,  wi th  80 V. o r b e t t e r ,  an
i n c l a s s  comprehens ive  ex amina t ion  o-f the  c on te n t  in Modules
I ,  I I ,  I I I ,  and IV.
3 .  S tu d e n ts  wi l l  be a b le  to  demons t ra te  a c c e p ta b le  per formance  
of s p e c i f i e d  fundamenta l  e x e r c i s e s  and p ie c e s  on the  horn .
4.  S tu d e n t s  w i l l  be a b l e  to  demons t ra te  ac c ep ta b le  te a c h in g  
s k i l l s  in t h r e e  m i c r o te a c h in g  l e s s o n s .
E nab le rs :
1 .  C l a s s  l e c t u r e — d e m on st ra t io n
2 .  Role p l a y in g  in c l a s s
3. Apply the  peda gog ica l  e v a lu a t i o n  form and the  per formance
e v a l u a t i o n  form to  each  v id eo ta p ed  m icr o l ess o n
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D i r e c t i o n s  f o r  A ss e ss in g  Micr o le sso ns  
One of the  c r i t e r i a  f or  com ple t ing  t h i s  Module i s  to  demo ns t r a te  
a c c e p ta b le  te a c h in g  s k i l l s  in th re e  mic ro te a c hi n g  l e s s o n s .  Each 
s tu d e n t  w i l l  be a ss ig n e d  a horn  pupi l  from one of the  loc a l  p u bl ic  
middle  sc h o o l s ,  and w i l l  t ea ch  t h i s  pupi l  in th re e  s e p a r a t e ,  t en 
mi nut e ,  m ic ro l e s s o n s .  Each le ss on  w i l l  be d iv id ed  in to  t h re e  p a r t s :  
(1)  p r e t e s t  ( p r e s e n t  o r i g i n a l  t a s k ) ,  (2)  t ea ch ing  ( p r e s e n t  new t a s k s ) ,  
and (3)  p o s t t e s t  ( r e s t a t e  o r i g i n a l  t a s k ) .  All l e s s o n s  w i l l  be 
v ide ot a p e d  f or  o b s e r v a t i o n  a t  a l a t e r  t ime .  S tu d en ts  w i l l  app ly  the  
Per formance  Ev a lu a t io n  form and the  Pedagogica l E va lua t io n  form in the  
same manner as  in Module Th re e .  A f te r  each m ic ro le s s o n ,  s t u d e n t s  wi l l  
p in p o in t  a r e a s  in t h e i r  t e a c h in g  t h a t  need improvement and w i l l  
co n c e n t r a t e  on those  a r e a s  du r i ng  the  next  m ic ro le s s on .
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Mutes and Terminology 
The te rmi no lo gy  c o nc e r n i ng  muting  the  horn has  a lways  proved  to 
be co n fu s in g  to young horn p l a y e r s  and t h e i r  c o nd uc to rs .  T h i s  
co nfus ion  i s  p r i m a r i l y  because  the  te rminology  can be w r i t t e n  in 
d i f f e r e n t  l an gua ge s .  Most f r e q u e n t l y  used a re  E n g l i s h ,  I t a l i a n ,  
French ,  and German. To add to  t h i s  c on f us io n ,  th e re  i s  more than  one
type of mute commonly found in horn p la y in g .
The f i r s t  k ind  of mute i s  the  no n t r a n sp os in g  m ut e , or s t r a i g h t
mute.  As the name im p l i e s ,  the  use of t h i s  mute r e q u i r e s  no
t r a n s p o s i t i o n  on the  p a r t  o f  the  horn p l a y e r .  Most n o n t r a n sp os in g  
mutes a r e  made of f i b e r  and wood or molded p l a s t i c .  Some are  
ma nufac tured  wi th  s p e c i a l  tu n i n g  d e v ic e s  and a d j u s ta b l e  co r k s .  Corks 
c r e a t e  a space  between the  mute and the  b e l l  of the  horn .  T h is  space 
a f f e c t s  the  tone  q u a l i t y .  I t  i s  u s u a l l y  not  n e ce ssa ry  f o r  a co nductor  
to  purchase  mutes  wi th  a d j u s t a b l e  co rk s .  Such f i n e  g r a d a t i o n s  in tone 
q u a l i t y  a r e  not  u s u a l l y  n e c e s s a r y ,  ex ce pt  in p r o f e s s io n a l  ensembles  
and advanced s o lo  p er fo rm an ce s .  In s t ru m e nt a l  co nd u ct or s  sho uld  a l s o  
be aware t h a t  a mute has  an e f f e c t  on the  response  of  the  horn ,  when 
the horn i s  muted,  more r e s i s t a n c e  w i l l  be encou nte re d  by the  p l a y e r .  
T he re fo re  the  p la y e r  must compensa te f o r  t h i s  by us ing  more b r ea th  
su p p o r t .  T hi s  means t h a t  a muted mezzo f o r t e  may r e q u i r e  a s  much a i r  
as an open f o r t e .
Another  t e c h n ic a l  p roblem which more of te n  a f f e c t s  young p l a y e r s  
i s  the  use of the mute in the  low r e g i s t e r .  The tone  q u a l i t y  i s  
u s u a l l y  tubby and unfo cu se d .  S t u d e n ts  shou ld  pu l l  the  mute out  
s l i g h t l y  bu t  co n t in ue  to  h o ld  the  mute in the b e l l .  There  a re  t im e s
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when a composer does  no t  a l low  the  horn p l a ye r  enough t ime to  ge t  the 
mute in or  ou t o-f the  b e l l .  Many horn p la y e r s  ad voca te  ty in g  a loop 
o-f s t r i n g  on a sc rew eye and a t t a c h i n g  the  sc rew eye to  the  bot tom o-f 
the mute . Some mute m a n u f a c tu r e r s  p rov ide  s t r i n g s  or s t r a p s  on t h e i r  
mutes .  T h is  a l low s  the  horn p la y e r  to  make quick  changes  f rom open to 
muted s e c t i o n s  ( se e  I l l u s t r a t i o n  8 ) .
The o t h er  mute t h a t  i s  used  by horn  p l a y e r s  i s  the  t r a n s p o s in g  
mute or "s top"  mute ( s ee  I l l u s t r a t i o n  9 ) .  T h is  mute i s  made of b r a s s  
wi th  a sh ee t  of cork wrapped a round the  wide end where c o n ta c t  i s  made 
wi th  the  horn .  Most horn p l a y e r s ,  however,  do no t  use the  b r a s s  mute 
fo r  s toppe d  p a ss a ge s  exc ep t  in c e r t a i n  c a s e s ,  bu t  i n s te a d  w i l l  use 
th e i r  hand to  c l o se  the  b e l l .  There  has  been much c o n t r o v e r sy  about 
what  a c t u a l l y  p h y s i c a l l y  happens  when the  horn i s  p l ay ed  hand s t opp ed  
or i s  p layed  wi th  the  s to p  mute .  For the  purp ose s  of t h i s  method i t  
i s  b e s t  e x p la in e d  by sa y in g  t h a t  the i n s e r t i o n  of  the  hand or mute 
c u t s  o f f  a p a r t  of the  v i b r a t i n g  a i r  column,  thu s  pr od ucing  a h ig he r  
p i t c h .  The r e s u l t i n g  p i t c h  i s  a ppr ox im at e l y  one h a l f  s te p  h i ghe r  
( s em i- to n e)  than  the o r i g i n a l  p i t c h  on the  F horn  or the  F s id e  of  a 
double  horn .  On the  B f l a t  horn  or the  B f l a t  s id e  of a  double  horn ,  
the  p i tc h  i s  r a i s e d  s l i g h t l y  more than a  h a l f  s t e p .
There a re  fou r  e s s e n t i a l  p o i n t s  to  remember when hand s to p p in g  
the horn .  The f i r s t  po in t  i s  the  hand p o s i t i o n .  The hand i s  h e ld  in 
the  normal p o s i t i o n  e xc ep t  t h a t  the  hee l of the  hand swings  in to  
c l os e  the  b e l l .  I t  i s  imp or tan t  to  keep the  thumb knuckle  o u t .  I f  
the  thumb knuckle  i s  tuc ked  in ,  the  r e s u l t i n g  p i t c h  i s  h ig h er  than  a 
h a l f  s te p  and the  horn p la y e r  can not use  s u i t a b l e  f i n g e r i n g s  to  p la y
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th e  n o t e s  p r o p e r l y  in t u n e .  The s e c o n d  p o i n t  t o  remember  i s  t h a t  th e  
w r i t t e n  p i t c h e s  m u s t  be  t r a n s p o s e d  down one  h a l t  s t e p .  T h i s  
c o m p e n s a te s  t o r  t h e  r i s e  in  p i t c h  when th e  hand  or  t r a n s p o s i n g  mu te  i s  
i n s e r t e d  in th e  b e l l .  The  t h i r d  p o i n t  t o  remember  i s  t o  u s e  o n ! y  th e  
F s i d e  o t  th e  h o r n .  I t  w as  m e n t i o n e d  e a r l i e r  t h a t  s t o p p i n g  t h e  horn  
r a i s e s  t h e  B f l a t  s i d e  of  t h e  ho rn  more th a n  a  h a l f  s t e p ,  t h u s  l e a v i n g  
no s u i t a b l e  f i n g e r i n g s  w h ic h  w i l l  work  t o  b r i n g  th e  p i t c h  b ac k  t o  i t s  
o r i g i n a l .  T h e r e  a r e ,  ho we ve r  a l t e r n a t e  f i n g e r i n g s  w h ic h  can  be  us e d  
on th e  B f l a t  s i d e  of  t h e  ho r n  t o  p l a y  s t o p p e d  n o t e s  in th e  up p e r  
r e g i s t e r .  T he se  a r e  o u t l i n e d  in I l l u s t r a t i o n  10.
The f o u r t h  p o i n t  t o  remember  c o n c e r n i n g  han d  s t o p p i n g  i s  t h a t  
b e c a u s e  of  th e  a dd e d  r e s i s t a n c e  in t h e  b e l l ,  t h e  ho rn  p l a y e r  m u s t  b low 
w i t h  a g r e a t e r  amount o f  f o r c e  when p l a y i n g  s t o p p e d  h o r n .  T h e s e  four- 
s t e p s  wh ic h  c o m p r i s e  th e  p r o c e d u r e  f o r  p l a y i n g  hand  s t o p p e d  a r e  a l s o  
u t i l i z e d  when p l a y i n g  w i t h  a  b r a s s  mute  e x c e p t  t h a t  th e  mute  i s  
i n s e r t e d  in t h e  b e l l  i n s t e a d  of  th e  r i g h t  ha n d .  B e ca use  of  th e  
d i f f i c u l t y  of  p l a y i n g  s t o p p e d  ho rn  in  th e  low r e g i s t e r ,  m o s t  h or n  
p l a y e r s  us e  t h e  b r a s s  mu te  t o  s t o p  n o t e s  in t h i s  r e g i s t e r .  The b r a s s  
mute  i s  a l s o  u s e d  when a  co mp o se r  s p e c i f i e s  mut ed  and  s t o p p e d  a t  th e  
same t im e or  s t o p p e d  an d  b r a s s y  a t  t h e  same t i m e .
T e r m in o lo g y  c o n c e r n i n g  m u te d  an d  s t o p p e d  p l a y i n g  h a s  n o t  a l w a y s  
been  c a r e f u l l y  u s e d .  A co m p os e r  may n o t a t e  a  p a r t  a s  b e i n g  p l a y e d  
s t o p p e d  w i t h  a v e r y  s o f t  dyna mi c  m a r k i n g .  The to n e  c o l o r  t h a t  he 
a c t u a l l y  d e s i r e s  may be  t h a t  o f  a n o t h e r  e f f e c t  c a l l e d  e c h o  h o r n .  Echo 
hor n  i s  a c h i e v e d  by  c l o s i n g  t h e  han d  in th e  b e l l  enough t o  f l a t t e n  th e
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o r i g i n a l  p i t c h  one h a l t  s t e p .  The heel  o f the  hand does not  sea l  the 
end o-f the b e l l  o-f-f c om p le te ly  as in hand s to p p in g .  The horn  p la y e r  
must  t r an spo se  the p i t c h e s  u£ a h a l t  s te p  and can use e i t h e r  the  F or 
B f l a t  horn.
I l l u s t r a t i o n  S . N o n - t r a n s p o s i n g  Mute
I l l u s t r a t i o n  9 . Bras s  Mute , Stopped  Mute,  o r Tr an sp os in g  Mute
I l l u s t r a t i o n  1 0 . A l t e r n a t e  F in g e r in g s  For High R e g is te r  S topped  Notes
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I l l u s t r a t i o n  11 h e l p s  t o  e x p l a in  the  te rmino log y  u t i l i z e d  by 
composers to  i n d ic a t e  s t opp ed  and muted horn p a r t s .







suono c h iu so
bouche '  
sons  bouches
Open (resume normal hand p o s i t i o n ) :  
open a p e r to  ou ver t
Brassy  (whether open,  muted < 
bras sy
Echo ( te rm in ol og y  l e a s t  c e r t a i n ) :
c u i u r e '  
sons  cu i v re s
en echo 
cons  d echo 
sons  v o i l e s
sc hm et te rn d
ble ch e rn
muted 
take  mute
con s o r d i n o  avec sou rd ine
met te  i l s o r d in o  met tez  la  sour d in e
gedamp-f t 
Damp-fer nehmen 
(mi t )  Damp-fer
wi thout  mute 
remove mute
a p e r to
se nza  s o r d in o  
v i a  s o r d in o
ouver t
en levez  l a  sourd in e  
o tez  la  sour d in e  
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H i s t o r i c a l  Ba ckg ro und
Although the  a n c e s t r y  o-f the  o r c h e s t r a l  horn  can be t r a c e d  to  the 
French hunt ing  - f i e ld s  d u r in g  the  r e ig n  o-f Louis XIV, the  c o n c e r t  horn 
p la ye r  and horn te ch ni qu e  o r i g i n a t e d  in Bohemia < A us t r ia ) .  Rare 
p a i n t i n g s  and woodcuts  show t h a t  more pr im at iue  examples o-f horn s  were 
be ing  used  d ur in g  b i b l i c a l  t im e s .  E a r l y  examples  inc lu de  the  Jewish  
sho- far , o r ram/ s  horn <ca 350 B.C.)  and the  Roman cornu (used  wi th  
t rumpets  -for b a t t l e ) .  Ol ip ha nt  ho rn s  were made o-f ivory  tu s k s  and 
were h ig h ly  d e c o r a t i v e  and ornamented .  Se bas t io n  V i r d u n g ' s  Musi ca 
G etu tsc h t  (1588) c o n t a i n s  woodcuts  o-f a p r i m i t iv e  horn  t h a t  does no t 
resemble the  c i r c u l a r  horn s  o-f the  17th ce n tu ry .
The - f i r s t  i n c lu s io n  o-f horns  in a  musical  sc ore  was in C a v a l l i ' s  
Le Nozze di Te t i  e di Pe l eo  (The Marr iage  o-f T h e t i s  and P e l e u s ) .  Thi s  
was f i r s t  per formed in I t a l y  in 1639.  The French b a l l e t  d cour had 
become popu lar  in I t a l y  and many of  the  I t a l i a n s  were in c lu di n g  b a l l e t  
scenes  in t h e i r  o p e r a s .  Because the  I t a l i a n s  d id  not  have t h e i r  own 
b a l l e t  t r o u p s ,  the y  imported t h e i r  d an ce rs  f rom Fr ance .  I t  i s  assumed 
th a t  “French"  horn p l a y e r s  t r a v e l e d  w i th  the  b a l l e t  t r o u p s  and t h a t  i s  
how Cava l l i  and o t h e r s  who fo l l o w ed  him were f i r s t  in t r odu ce d  to  the  
French cor  di ch as se  ( I t .  cor n i  da c a c c i a ) ■ When Car d ina l  Mazarin 
brought  I t a l i a n  ope ra  to  France  in the  mid 17th c e n tu r y ,  he brought  
C a v a l l i “s Le Nozze w i th  him and i t  was f i r s t  per formed in P a r i s  in 
1654. The h or n s  were  used  in a f a n f a r e  e n t i t l e d  "Chiamata  a l i a  
Caccia"  (Cal l  to  the  h u n t ) .  In 1680,
Count Anton von Spork t r a v e l e d  to P a r i s  and was so impressed by the 
hunt ing  horns  in th e  h u n t i n g  l i v e r y  of Louis XIV, he
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had two of  h i s  s e r v a n t s  t r a i n e d  in France  to  p lay  horns and then 
r e t u r n e d  them, and two cor  di  chas se  to  h i s  e s t a t e  in Bohemia.  These  
■first  Bohemian horn  p l a y e r s  and t h e i r  s t u d e n t s  became so accompl i shed  
on t h e i r  in s t r u m e n t ,  t h a t  whenever the French  needed horn p l a y e r s ,  
they  se n t  -for p l a y e r s  -from Bohemia.
The - f i r s t  i n c lu s io n  of hor ns  as  an i n t e g r a l  p a r t  of  the  o r c h e s t r a  
was in 1705,  in Reinhard  K e i s e r ' s  ope ra  O c t a v i a ■ K e i s e r ' s  use of 
"horn f i f t h s , "  ( t h e  harmonic p r o g r e s s io n  of a major  t h i r d  to  an open 
p e r f e c t  f i f t h  to  a major s i x t h  or the  r e v e r s e  p r o g r e s s io n )  which were 
c h a r a c t e r i s t i c  of  the  hu n t in g  horn s t y l e ,  s e t  a p r e c id e n t  f o r  the  
composers who fo l lo w e d  him.
As the horn evolv ed  as  an in s t r um e nt ,  so d id  horn te c h n i q u e .  The 
in ve nt i on  of  c r o o ks  ( s l i d e s )  d u r in g  the  e a r l y  e ig h te e n th  c e n tu r y  
en abled  the  horn to  p lay  in d i f f e r e n t  keys wi t hou t  changing  h or ns .  
While e x p e r i m e n t i n g  wi th  hand mut i ng ,  Anton Joseph  Hampel, a member or 
the  Dresden ope ra  o r c h e s t r a ,  in t r od uc ed  the  hand horn tec hn iq u e  in the  
middle  of the  e ig h t e e n t h  c e n tu r y .  Th is  en ab le d  the horn p la y er  t o  p la y  
the  no te s  between  the  "gaps"  of the  n a t u r a l  harmonic s e r i e s  by 
ma ni p u la t i n g  the  hand in the  b e l l  o f the  horn .  The e a r l y  n i n e te e n th  
cen tu ry  marks  the  a d d i t i o n  of v a lv e s  on the  horn (S toz e l  and Bluhmel 
were e a r l y  m a n u f a c t u r e r s ) .  T od a y ' s  modern double  horn  i s  the  pr od uc t  
of the  in ve nt i on  of the  e a r l y  double horn by Kruspe a round the  tu r n  of 
the  t w e n t i e t h  c e n tu r y .
Composers who expanded the  horn s e c t i o n  from two ho rn s  to  fou r  
ho rn s ,  d id  so  by p la c i n g  the f i r s t  two horns  in one key and the  other- 
two horns in a d i f f e r e n t  key.  T h is  s c o r i n g  techn ique  c r e a t e d  two
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p a i r s  o-f hor ns .  Horns one and th r e e  were h igh horn s p e c i a l i s t s ,  wh i le  
horns  two and -four were low horn  s p e c i a l i s t s .  Th is  method o-f s c o r in g  
■for horns  has  su rv i v e d  to  t h i s  day in band and o r c h e s t r a  l i t e r a t u r e .
EVOLUTION OF THE HORN:
Ear ly  s i g n a l  horns  (used  d u r i ng  b a t t l e  or  h un t ,  ca  350 B.C.)  
Natu ra l  hor ns  (use d  - f i r s t  in opera  1 <639, l a t e r  in symphony) 
In ven t io n  o-f c roo ks  (ca  1718,  horns  can p la y  in di -f-ferent 
keys  w i th o u t  changing  in s t r um en ts )
Hand horn  tec hn iq u e  (ca  1760,  Hampel)
Valued  horn (1815)
Modern double  va lue d  horn ( e a r l y  1900 ' s )
Sourc es :  (pr imary)
E.L. Ge rbe r ,  H i stor- i che -b i  ooraph  i sc h e s  Lex i c on . 1792 and 1812.
( s e c t i o n s  a r e  -found in F i t z p a t r i c k ' s  a ppe ndi x) .
( seco nd ar y)
Robin Gregory , The Horn.
Horace F i t z p a t r i c k ,  The Horn and Horn P l ay ino  in the  Au s t ro  Bohamian 
Trad  i t  ion^
Re gina ld  Mor ie y- Pe gge , The French Horn.
Bruchle  and Ja n e t z k y ,  P i c t o r a l  H i s t o r y  o-f the Horn.
Horn L i t e r a t u r e
The -fol lowing l i s t s  a r e  by no means comple te ,  s in c e  such a
co m pi la t io n  would - f i l l  up an e n t i r e  book . These l i s t s  r e p r e s e n t  works
■from the  most s t a n d a rd  r e p e r t o i r e  and works which have been rev iewed
by the au th o r .  I t  i s  impo r ta n t  to  no te  th a t  beg innin g  c l a s s  method
books -favor the  c l a r i n e t  and c o rn e t  p l a y e r s  in both range and key
s i g n a t u r e s .  Beginning  horn s t u d e n t s  may have problems t r y i n g  to  keep
up wi th  the  o th e r  in s t r um e nt s  in the  ensemble.  Te ac he rs  sho ul d  p lan
to use sup plementary  method books which rev iew and re  in-force l e a r n i n g
s t e p s  a l r e a d y  accompl i shed  -for the se  i n d i v i d u a l s .  The method books
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l i s t e d  in the easy  c a ta go r y  below r e p r e s e n t  an adequate  supply  o-f 
sup plementary  m a t e r i a l s .
P a r t i a l  L i s t i n g  o-f Graded Horn R e p er to i r e
Easy to  Medium
Album -for Horn and P iano  (Gnozo & Kouacs) Belwin M i l l s
Bach,  J . S . ,  S i c i l i a n a  (From 2d F l u t e  Sonata ) Kendor
Bach,  J . S . ,  S i c i l i a n o ,  (Agounoff ) E d i t i o n  Musicus
Bakaleiniko- f- f , Canzona Belwin M i l l s
Bakal e i n i k o f f , Cava t in a  Belwin M i l l s
Bee thoven ,  Adagio C a n ta b i l e  (Andraud)  Southern
Chopin,  Nocturne  (Andraud) Southern
Concer t  and Con te s t  C o l l e c t i o n  t o r  Horn (Voxman) Rubank
61 ie r e ,  R. ,  In te rme zz o ,  Op. 35 no. 11 Leeds
Eig hteen  Concer t  P ie c e s ,  ( C l i f f o r d  Page) Ol i ve r  Di t son
Gluck , "Ode! Mio Dolce Ardor"  Henri Elkan
Gluck,  Melody,  f rom Orfeo (Kuyper) Kendor
G r a z i o l i ,  Adagio (Raynolds)  Southern
Maganin i ,  Q.,  Peacefu l  Land E d i t i o n  Musicus
Mozar t ,  Adagio  ( f rom C l a r i n e t  Concer to)  (Kuyper ) Kendor
P lo y h ar ,  J . ,  I n t r e p i d o  Belwin M i l l s
S a in t - S a e n s ,  Romance Op. 36,  (Voxman) Rubank
Sch u be r t ,  Die Liebe  Farbe  (Eger )  A ss o c ia te d
S o l o i s t  Fo l i o  f o r  Horn and P iano  Rubank
Medium to  D i f f i c u l t
Akimenko,  F . ,  Melody Leeds
Arn old ,  M. , Fant as y  f o r  Horn Faber
Beethoven ,  Sonata  in F Major ,  Op. 17 I n t e r n e t  ional
B e r n s t e i n ,  Elegy  f o r  Mippy Sch i rmer
C h a r b r i e r ,  L a r g h e t t o C o s t a l l a t
Contemporary French  Re c i t a l  P ie c e s , I n t e r n e t  i onal
Corel 1 i , A . , Sona ta  in d min . Camara
C o r e l l i ,  A . ,  Sona ta  in F Ma j . (Solodouiew) E d i t io n  Musicus
C o r e l l i ,  A . ,  Sona ta  in g m i n .  (Solodouiew) Edi t ion Musicus
C o r e l l i ,  A. ,  S u i t e  in B F l a t  Maj.  (Maganini ) Edi t i on Mus icus
Danzi , Sona ta  in E F l a t  Major ,  op.  28 (Chambers) I n t e r n a t  i onal
Dukas,  V i l l a n e l l e ,  (Chambers) I n t e r n a t  i onal
Glazaunow,  R e ve r i e ,  Op. 24 Cundy-Bet toney
Gounod, Six Melodies  f o r  Horn and P ia no ,  in D Major McCoy
Haydn, J . ,  Conc er t i  N o . ' s  I and I I ,  D Major Boosey & Hawkes
Mozar t ,  Four Horn Conc er tos  and Concert  Rondo Sch i rmer
P u r c e l l ,  Concer to  f or  Horn and O rc he s t ra  in D Major- B i l l a u d o t
Read,  G. ,  Poem, Op. 31 F isc h e r
Ra vel ,  Pavanne (Maganini ) Edi t  i on Mus icus
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Rober t Schumann Album (Reynolds)
Se n& i l le ,  Sarabands  and A l1emande (Eger)  
S t r a u s s ,  Franz Concer to  in E F l a t  Major ,  Op, 8 
Telemann,  Adagio and P r e s t o  ( C hi de s t e r )
D i f f i c u l t
A ru tu n ia n ,  Concer to  
A t t e r b e r g ,  Concer to
B a s s e t t ,  L . ,  Sona ta  f o r  Horn and Piano
B ev er sdo r f ,  Sona ta
Bozza,  E . ,  Chant L o in ta in
Bozza,  E . ,  En Fore t
Bozza,  E . , Sur 1e s  Dimes
Goedicke , A. ,  Concer to ,  Op. 40
Handel,  Sona ta  No. 3 (Reynolds)
Haydn, Conc er t in o  in D Major  (Tuckwell )
Heiden,  B . ,  Sona ta  f o r  Horn and Piano 
Hindemi th,  Sona ta  f o r  A l t o  Horn and Kla uie r  
Hindemi th,  Sona ta  
Jaco b ,  Concerto  
Madsen, T . ,  Sena te
Solos  fo r  the  Horn P la y e r ,  E d i te d  by Mason Jones 
Reynolds ,  V. ,  P a r t i t a  f o r  Horn and Piano 
R o s e t t i ,  F . A. ,  Concer to  in e f l a t  Maj. (Chambers)
R o s e t t i ,  F . A . ,  Concer to  in d min.
R o s e t t i ,  F . A. ,  Concer to  in E Maj.
Ro s s i n i ,  G.A. ,  P r e lu de ,  Theme and V a r i a t i o n s  (Eger )
R o s s in i ,  G.A. ,  I n t r o d u c t i o n ,  Andante
Sa i n t - S a e n s ,  Morceu Du Concer t
San de rs ,  R . ,  Sona ta  in B f l a t
Schumann, Adagio and A l l e g r o ,  Op. 70
S t r a u s s ,  R . ,  Conc er to ,  Op. 11
S t r a u s s ,  R . ,  Concer to  No. 2 in E F la t  Major
Weber,  C.M.,  C on c e r t in o ,  Op. 45 (Tuckwel l)
Wi l de r ,  A. ,  So na ta s  Nos.  1 & 2 
Wi l de r ,  A . , Sona ta  No. 3 
W i ld er ,  A . , Su i t e
P a r t i a l  L i s t i n g  of Ensemble Music
Woodwi nd Qu i n t e t :
Easy to  Medium 
Cohen, Quinten  No. 2 
Ward, L i t t l e  Dance S u i t e
Medium to  D i f f i c u l t
Andraud ( e d .> ,  Twenty-Two Q u in t e t s
Arnold ,  Three  Sh a n t i e s
Bar the ,  P a s s a c a i l l e
Danzi,  Qu in t e t  in E minor
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Schirmer  
I n t e r n a t  i onal 
Schi rmer  
Southern







I n t e r n a t  i onal 
Southern  
Schi rmer 
Assoc i a ted  
S c ho t t  
S c ho t t  
W i l l i  ams 
Musi kk-Huse t 
Sch i rmer 
Southern  
I n t e r n a t  i onal 
Benjamin 
Benj am in 
I n t e r n a t i o n a l  
Choudens 
I n t e r n a t  ional 
King
I n t e r n a t i o n a l
F is c h e r
Boosey & Hawkes 
Sch i rmer 
Car l F i sc he r  
Fox




Pa te rso n  
Rubank 
Assoc i a ted
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D i f f i c u l t
Hindemi th ,  Kleine  Kammermusik 
Mi lhaud,  Chimney o-f King Rene
Brass  Q u in te t :
Easy to  Medi urn
Bach, J . S .  I f  thou be Near ( B e e le r )
P u r c e l l ,  Music f o r  Queen Mary 
Uber , Gr ee ns]eeues  
Uber,  B a t t l e  Hymn of  the  Republ ic
Medium to  D i f f i c u l t  
Anonymous, Sonata  f rom Die Bankelsai  
Bach,  Cont r ap unc tu s  IX 
Fr-ackeripoh 1,  Pop Su i t e  
Moure t,  Rondeau 
P e ze l ,  Sona ta  No. 5 (Menken)
P u r c e l l ,  Trumpet Vo lu n ta ry  
R os en tha l ,  L i t t l e  Brown Jug  
Schmutz,  Pr e lude  and  Gavot te 
Su sa to ,  Rena issance  Dances
D i f f i c u l t
A rno ld ,  Qu in t e t  f o r  Bra ss  F i s c h e r
Bozza,  Sonat ine
Renwick,  Dance f or  Bra ss  Q u in te t  Tromba
P a r t i a l  L i s t i n g  of Horn Methods ,  S t u d i e s ,  and Etudes
Easy
Cleve nge r ,  D. ,  Me. Dunn, M. , and Rusch , H.,  The Dale Clevenger  French 
Horn Methods ,  Kjos Music Co.
H i l l ,  D. and F r o s e th ,  J . ,  I n t r o d u c i n g  the  French  Horn, G.I .A.
Publi  ca t  i ons
P lo yh a r ,  J . ,  French Horn S tu d e n t ,  Belwin M i l l s  
Pot tag -H ov ey , French Horn Method— Book I ,  Belwin E di t io n  
Rubank, Method f o r  Horn—Book 1, (Gower-Voxman) , Rubank,  Inc .
Yancich ,  M., Method f o r  French  Horn,  Book I ,  Wind Music
Easy to  Medium
G al la y ,  T h i r t y  S t u d i e s ,  Op. 13, I n t e r n a t i o n a l
G a l la y ,  Twelve S t u d i e s ,  (Chambers ) ,  I n t e r n a t i o n a l
Kopprasch,  60 S e le c te d  S t u d i e s ,  V ol s ,  I and I I ,  (Chambers ),  Fischer-




Edi t  i on Musi cus 
Brodt




Boosey & Hawkes 
King
Western I n t .
Fi t zSimons  
Che s te r
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Maxime-Alphonse , 200 Modern French  Horn E tu de s ,  V ol s ,  I ,  I I ,  & I I I ,
Alphonse-Leduc
M u e l le r ,  22 E tu de s ,  ( P o t t a g ) ,  Belwin , Inc .
P lo yh ar ,  French Horn S t u d e n t — Lev els  I I  and I I I ,  Belwin M i l l s  
Yancich ,  M. , Method -for French  Horn,  Book I I ,  Wind Music
Medium to  D i t t i c u l t
Bach,  S u i t e s  by J . S .  Bach f o r  V io l o n c e l l o  Alone ,  (H o s s ) , Southern  
Mus ic
Maxime-Alphonse, 200 Modern French Horn Etud es ,  Vols ,  IV, V, & VI ,
Alphonse-Leduc
Reynolds,  V . ,  48 Etud es  t o r  French  Horn,  Schi rmer
Pr o g r e s s i v e  and Te ch nic a l  E tu d e s ,  Books I and I I ,  Compi led and E di te d  
by P o t t a g  and Andraud , Southern
P a r t i a l  B ib l io gr a p h y  o t  Books About the  Horn
Br u ch le ,  Bernhard  and J a n e tz k y ,  Kur t l  K ul tu ro e s c h ic h t e  des  
Horns Ein B i1ds ac h b uc h ■ A P i c t o r i a l  H is to ry  o t the  
Horn . E ngl i sh  v e r s i o n  by C e c i l i a  Baumann. T ut s i ng :  
Sc h n eid er ,  1976.
F a rk a s ,  P h i l i p .  A Ph oto gr ap hi c  S tudy o t  40 V i r tu o so  Horn 
P la y e rs "  Embouchures. Bloomington,  I nd ia na :  Wind 
Music , I n c . ,  1970.
_________ . The Ar t  o t  French Horn P l a y i n g . Evans ton ,  IL:
Summy-Birchard P u b l i s h i n g  Co. ,  1956.
F i t z p a t r i c k ,  Horace . The Horn and Horn PI ay ino  and the 
Aus tro-Bohemian  T r a d i t i o n  From 1680-1830. London: 
Oxtord U n iv e r s i t y  P r e s s ,  1970.
Fox, Fred .  E s s e n t i a l s  o t  Br as s  P l a y i n g . P i t t s b u r g ,
PA: Volkwein B r o s . , In c .  1974.
Gregory , Robin.  The Horn. 2d ed .  London: Faber and Faber ,  
1969.
Mor iey -Pe gg e , R. The French  Horn.  Some Notes  on the
Ev olu t ion  o t  the  In s t r um en t  and o t  i t s  T ec hni oue .
New York: W.W. Nor ton  and Company I n c . ,  1973.
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Tuck we l l ,  Ba r r y .  Horn ■ London and Sydney: Mac Donald and
Co. ,  1983.
Three  o-f the most comprehens ive  so ur ce s  a v a i l a b l e  t h a t  c o n ta in  
music -for horn a re  The Br as s  P l a y e r s  G uide , pu b l i s h e d  by Rober t  King 
Music S a l e s ,  I n c . ,  The Index of  French Horn Music , pu bl i sh e d  by The 
Music R e g i s te r  <a v a i l  ab le  th rough King) ,  and Anderson and C am pbe l l ' s  
Br as s  Music Guide : Solo  and S tudy M at er ia l  in P r i n t  <1985 E d i t i o n ) ,  
p u bl i s he d  by The I n s t r u m e n t a l i s t  Company. The King p u b l i c a t i o n  i s  a  
comprehens ive sou rc e  t h a t  l i s t s  music -for a l l  b r a s s  in s t ru m e nt s  and 
b r a s s  ins t ru me nt  c o m bi na t io ns .  The Index l i s t s  works  f or  s o lo  horn 
and every  combina t ion  of  i n s t r u m e n ts  wi th  horn.  The Anderson and 
Campbell gu ide  l i s t s  s o lo  and s tu d y  m a te r ia l  f o r  a l l  the  b r a s s  
in s t r um e nt s .
Se a t in g  the  Horn in D i f f e r e n t  Ensembles 
Large  ensembles :
The most impor tan t  r u l e  to  remember when s e a t i n g  the  horn s e c t i o n  
in la r g e  ensembles  i s  to  p o s i t i o n  the  s e c t i o n  so they  can a l l  hear  the  
p r i n c i p a l  horn p l a y e r ' s  sound . Because a l l  p la y e r s  s i t  wi th  the  be l l  
on t h e i r  r i g h t  s i d e ,  the  p r i n c i p a l  horn sho ul d  s i t  to  the  l e f t  o f the  
s e c t i o n  ( c o n d u c t o r ' s  r i g h t ) .  The only  case  when the  p r i n c i p a l  i s  not  
p o s i t i o n e d  to  the ex t reme l e f t  i s  when an a s s i s t a n t  p r i n c i p a l  i s  use d .  
In t h i s  case  the  a s s i s t a n t  s i t s  to  the  l e f t  of  the  p r i n c i p a l ,  l e a v i ng  
the  f i r s t  and second horn p l a y e r s  s i t t i n g  a d j a ce nt  to each o t h e r  to 
a i d  in the  p la y in g  of exposed  horn d u e ts  o r t r i o s .  I l l u s t r a t i o n  12 
g i v e s  po s s ib le  s e a t i n g  p o s i t i o n s  f o r  the  horn s e c t i o n  in a band or 
o r c h e s t r a .
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I l l u s t r a t i o n  12 . S e a t i n g  p l a n s  -for band or o r c h e s t r a .
band o r c h e s t r a
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v ' o W
.WORN 5
Chamber ensembles!
The va lue  o-f chamber music in the  publ ic  school  cu r r ic u l um  cannot  
be overemphas ized.  The per formance  of chamber music r e q u i r e s  each 
p la ye r  to fu n c t i o n  a s  a s o l o i s t ,  wh i le  a t  the  same time c o n t r i b u t e  to  
a complex group s o n o r i t y .  Ensemble p la y in g  should  not be l i m i t e d  to
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o n l y  th e  more a dv a n c e d  p l a y e r s ,  -for even  th e  l a s t  c h a i r  c l a r i n e t  
p l a y e r  can  b e n e f i t  f rom chamber  mus ic  e x p e r i e n c e .
The horn  h a s  th e  d i s t i n c t  a d v a n t a g e  o f  b e i n g  a  c o n t r i b u t i n g  
member of  bo t h  woodwind an d  b r a s s  e n s e m b le s ,  th e  mos t  p o p u l a r  b e i n g  
th e  woodwind q u i n t e t s ,  b r a s s  q u i n t e t s ,  and h orn  q u a r t e t s .  The  
i n s t r u m e n t a t i o n  of  a  woodwind  q u i n t e t  c o n s i s t s  o f  a f l u t e ,  o b o e ,  
c l a r i n e t  b a s s o o n ,  and  h o r n .  The  b r a s s  q u i n t e t  u t i l i z e s  two t r u m p e t s ,  
a h o r n ,  t r om b o ne ,  and  t u b a .  The  h or n  q u a r t e t ,  tho ug h w r i t t e n  f o r  f o u r  
h o r n s ,  i s  f r e q u e n t l y  p l a y e d  by more th a n  f o u r  h o r n s  w i t h  one o r  more 
of t h e  p a r t s  b e i n g  d o u b l e d .  The  members of  th e  h or n  q u a r t e t  a r e  
u s u a l l y  s e a t e d  in a  s e m i c i r c l e ,  much l i k e  th e  p o s i t i o n  o f  t h e  s e c t i o n  
in a  l a r g e  en se m bl e  (b a n d  or  o r c h e s t r a ) .  As lo n g  a s  t h e  f i r s t  h or n  or  
h o r n s  a r e  p l a c e d  in a p o s i t i o n  wh er e  th e y  can e a s i l y  be h e a r d  by t h e  
r e s t  o f  th e  e n s e m b l e ,  th e  s e a t i n g  a r r a n g e m e n t  of  th e  ho rn  q u a r t e t  i s  
n o t  t h a t  c r i t i c l e .
The l a r g e s t  s e a t i n g  pr o b le m  t o  overcome w i t h  the  r e m a i n i n g  two 
e n s e m b le s  i s  th e  l o c a t i o n  of  th e  h o r n .  B a la n c e  becomes  a  pr o b le m  f o r  
young h o r n  p l a y e r s  in  e i t h e r  e n s e m b l e .  T h i s  p ro b le m  can  be s o l v e d  by 
l o c a t i n g  th e  ho rn  in a  p o s i t i o n  t h a t  w i l l  e i t h e r  e n ha nc e  o r  d i m i n i s h  
th e  a c c o u s t i c a l  p r o j e c t i o n  of  th e  i n s t r u m e n t .  The  hor n  t e n d s  t o  
o v e r b a l a n c e  th e  r e s t  o f  t h e  s e c t i o n  in a woodwind q u i n t e t .  T h e r e f o r e  
i t  i s  n e c e s s a r y  t o  p o s i t i o n  the  hor n  so  t h a t  th e  b e l l  i s  f a c i n g  away 
f rom th e  a u d i e n c e .  I l l u s t r a t i o n  13 shows th e  two most  p r e f e r r e d  
s e a t i n g  a r r a n g e m e n t s  f o r  a  woodwind q u i n t e t .  S e a t i n g  A i s  t h e  
t r a d i t i o n a l  m e t h o d ,  w i t h  t h e  h or n  p o s i t i o n e d  in  th e  m i d d l e .  This - 
s e a t i n g  met hod  p r e s e n t s  a  p r o b le m  in a c o n c e r t  h a l l  w he re  th e  h o r n  i s
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p l a y in g  in t o  a sol  id  wal l  and i s  s e a te d  c lo se  to  t h i s  w a l 1.  The 
p r o j e c t i o n  i s  enhanced by the  sound r e f l e c t e d  of f  the w a l l .  S e a t i n g  E 
p o s i t i o n s  the  ba ss  in s t r u m e n t ,  which i s  u s u a l l y  the ba sso o n ,  in the  
middle of the  group w i th  the  horn of f  to the r i g h t .  T h i s  s e a t i n g  
te nds  to  cu t  down the a c c o u s t i c a l  p r o je c t i o n  of  the  ho rn .
I I l u s t r a t  ion 13 . S e a t i n g  P la n s  f o r  Woodwind Q uin te t
horn bassoon  @
oboe @  bassoon  @  oboe 0  horn  0
f l u t e  0  c l a r i n e t  f l u t e  ^  c l a r i n e t  ^
The b r a s s  q u i n t e t  p r e s e n t s  the  opp os i te  ba la nc e  problem than  t h a t  
of the  woodwind q u i n t e t .  The horn u s u a l l y  does  no t  p r o j e c t  enough.  
I l l u s t r a t i o n  14 shows fo ur  d i f f e r e n t  s e a t in g  a r r an ge me nts  of  the b r a s s  
q u i n t e t .  S e a t in g  A i s  the  t r a d i t i o n a l  p o s i t i o n ,  wi th  the  horn o f f  to  
the  l e f t  s id e  and the  b a ss  in s t r u m e n t ,  the  tu ba ,  in the  c e n t e r .
Se a t ing  B i s  s i m i l a r ,  w i th  the  ex c e pt io n  of  the  horn and tu b a .  Here 
the  horn can improve p r o j e c t i o n  by s i t t i n g  in the  r e a r  o f  the  ensemble 
and p la y in g  in to  the  r e a r  w a l l .  I f  the  re a r  wall  happens  t o  be a long  
d i s t a n c e  f rom the  horn p la y e r  or i f  i t  i s  a c u r t a i n ,  the n  the  
p r o j e c t i o n  w i l l  be d i m in is h e d .  Se a t i n g  C i s  f or  the  r a r e  s i t u a t i o n  
when the  horn p la y e r  i s  the  s t r o n g e s t  p la ye r  in the  group and has 
t r ou bl e  no t  o v e r b a la n c in g  the  r e s t  of  the ensemble.  S e a t i n g  D i s  the  
p r e f e r r e d  s o l u t i o n  by t h i s  a u t ho r  f o r  se vera l  r e a s o n s .  T h is  s e a t i n g
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ar rangement  makes the  b r a s s  q u i n t e t  more a cc e ss a b le  to the  au d ie n c e .
In a l l  the  o t he r  s e a t i n g  a r ra n ge m e n ts ,  the  members o-f the  q u i n t e t  look 
l i k e  they  a re  p l a y in g  to  each  o t h e r .  Ul t i m a te ly ,  they  somet imes sound 
as though they  were  on ly  p l a y i n g  fo r  each o th e r .  In s e a t i n g  D, they 
a re  p l a y in g  toward the  a u d ie n c e .  Fur ther more ,  i t  a l l  the  members a re  
s ta n d in g ,  except  the  tu b a ,  the  p o s s i b i l i t i e s  t o r  showmanship i s  
in cr ea se d  even more . Balance  problems wi th  the  horn can be overcome 
simply  by d i r e c t i n g  the  b e l l  toward the  audience  i t  needed.
I l l u s t r a t i o n  14 . S e a t i n g  P l a n s  t o r  Bras s  Qu in te t
A B
tuba  ©
horn ©  t rombone ©
trumpet ©  t rumpet  ©
horn ©
tuba  ©  trombone ©
trumpet  ©  t rumpet  @
C D
tuba  @  
trumpet ©  horn  ©
trumpet  @  trombone © horn ©
trumpet 1 ©
trumpet  2 ©  t rombone  @
tuba ©
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I n s t r u c t i o n s  -for Videotaped  Teaching Se ss io ns
A. In t r odu ce  y o u r s e l f  and -find out s t u d e n t ' s  name, gr ad e ,  e t c .
B. Expla in  to  the  s tu d e n t  what you a re  going  to  do.
C. Ta lk  th rough the f i r s t  ex c e rp t  (1)  going through the  name and
composer of the  p i e c e ,  t ime s i g n a t u r e s ,  key s i g n a t u r e s ,  s t y l e ,  and
a r t i c u l a t i o n .  Do not  assume t h a t  they  w i l l  know e v e r y th i n g .  You 
a re  to  e s t a b l i s h  a tempo f o r  the  s t u d e n t ,  though you need not  
count  of f  f o r  the  s t u d e n t .
D. Have the s tu d e n t  p l a y  th rough the exc erp t  w i th ou t  s to p p i n g  ( i f  
p o s s i b l e ) .
E. Once the s tu d e n t  i s  f i n i s h e d ,  you w i l l  respond by; 1) g i v in g  
p o s i t i v e  r e i n f o r c e m e n t ,  2) go ing  over needs  f o r  improvement.  You 
may need to e x t r a c t  a measure or two and have the  s tu d e n t  p r a c t i c e  
a d i f f i c u l t  p a r t .
F. Now have the  s tu d e n t  p l a y  the  e n t i r e  ex c e rp t  a ga in ,  c o n c e n t r a t i n g  
on the  p a r t s  t h a t  you p o i n te d  ou t .
G. I f  the  s t u d e n t ' s  re sp o ns e  showed marked improvement and was 
a c c e p ta b l e ,  go on th e  e x e r c i s e  2 and r e p e a t  s t e p s  C through F.
H. I f  the  s tu d e n t  has  no t r o u b l e  p la y i ng  e x c e r p ts  1 and 2,  move on to  
e xc e r p t  A (advanced)  and r e p e a t  s t e p s  C through F.
I .  I f  the  s t u d e n t  has t r o u b l e  wi th  e x c e r p ts  1 and 2 and i t  seems th a t  
the  mus ic i s  j u s t  too  d i f f i c u l t ,  use e xc er p t  E ( ea sy )  and r e p e a t  
s t e p s  C through F.
J .  Remember t h a t  you only  have ten  m inu tes ,  so use them to  your
adva nta ge .  When you a re  f i n i s h e d ,  hand the  s tu d e n t  a copy of the  
e x c e r p ts  you worked on today and t e l l  him to  p r a c t i c e  the  p a r t s  
th a t  gave him or  her  t r o u b l e .  You w i l l  be back next Monday or 
Tuesday.
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Two L eg at o  S t u d i e s  
Theme From Symphony No. 1 
A11egr o  Modera te  Brahms
f  1 i  IJ J J 'J 1 I lJ J J J J lJ' J. IJ <1 J 1
^1. j "tP .  J . J. j: J.  ̂ |,.J J*"3, . f l J  . j j j J l  J J | J.
frr j~jr ■nu.j.jj j ij r J ij
Theme From The New World Symphony 
Andante Dvorak
{i"' ■ £J I y j  Ij j  J i  11,1 y i  l y y j  1 n f "! m
1/ D 1 J j Ijj  1 y j .  ly  f j l  IjJ-l □ ' M [J ̂ 1
S t a c a t t o  S tudy  
Tambour in
''' 44 ■! i  (j J  ‘ j ' U  J t T : IJ f ’< C 7 
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C Major Theme
Andante Schuber
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Duets
O ve r t u r e  to  Semi ramide
Andante
Mi ssa  ad -fugam: B e n e d ic tu s
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Missa  Super F r e re  T h i b a u l t :  Bene dic tus
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Tr  i os
Theme From Second Movement , Symphony No. 7 
A l l e g r e t t o  Bee thoven
c h .  | n - #=B =
h m m
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Qu ar te t
Adagio ,  -from the  C la r i n e t  Concer to
Mozar t
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APPENDIX B
Dr. Hoover
Eas t Baton Rouqe School Board 
P.O.  Box 2950
Baton Rouge,  LA 70821
Dear Dr. Hoover:
I would l i k e  to  r e q u e s t  your a s s i s t a n c e  in o b ta i n in g  d a ta  to  be used 
in my r e s e a r c h  -for my d o c to r a l  d i s s e r t a t i o n  in music e du ca t io n  a t  
Lou is i an a  S t a t e  U n i v e r s i t y .  The to p i c  of my re s e a r c h  i s  the 
deve lopment of a method book to  teach  a horn methods c l a s s  in a 
homogeneous s e t t i n g .  P a r t  of my methodology  r e q u i r e s  t h a t  1 v id eo ta pe  
the  in s t r um en ta l  ed u c a t i o n  s t u d e n t s  in HUS 2300 t h i s  sem es te r  in a 
one-on-one  te a c h in g  s i t u a t i o n  and have them e v a l u a t e  t h e i r  per formance 
as  t e a c h e r s .  Data  w i l l  be c o l l e c t e d  from th r e e  s e p a r a te  ten minute  
t a p i ng  s e s s i o n s  per  s t u d e n t .  I have s o l i c i t e d  the  a s s i s t a n c e  of two 
loca l  band d i r e c t o r s  and have t h e i r  perm iss io n  to  tape  some of t h e i r  
in te r m e d ia te  horn s t u d e n t s  d u r i ng  t h e i r  r e g u la r  band hour .  I ask th a t  
you p le as e  fo rward  a l e t t e r  to  the  p r i n c i p a l s  o f  McKinley and I s t rouma 
Middle Magnet Schoo ls  g iv i n g  me per mi ss i on  c a r r y  out  t h i s  s tu d y .
The info rm at i on  g a th e re d  from t h i s  s tu dy  w i l l  be t r e a t e d  c o l l e c t i v e l y  
and no ind iv id u a l  or  i n s t i t u t i o n ' s  name w i l l  be re v e a l e d .
Thank you very much f o r  your  v a lu a bl e  a s s i s t a n c e  in t h i s  p r o j e c t .  I f 
you have any q u e s t i o n s  p le a s e  f e e l  f r e e  to  co n t a c t  me a t  home.
789-5914.
R e s p e c t f u l l y  y o ur s ,
Kevin M. Andry
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Dear S tud en t :
1 would l i k e  to  r e q u e s t  your- a s s i s t a n c e  in ob t a in i n g  d a t a  to  be used 
in my r e se a r c h  -for my do c to ra l  d i s s e r t a t i o n  in music edu c a t io n  a t  
L ou is i an a  S t a t e  U n i v e r s i t y .  The to p i c  of my re se a r c h  i s  the  
deve lopment  o-f a method  book to  tea ch  a horn  methods c l a s s  to  co l l eg e  
music  ed uc a t io n  s t u d e n t s .  The method book th a t  I des igne d  was used  to  
teach  a horn methods c l a s s  to  f i v e  music educ a t ion  majo rs  a t  Lo u is i an a  
S ta te  U n i v e r s i t y .  Pa r t  of t h e i r  c l a s s  r eq ui re me n ts  in c l ud es  a 
te a c hi n g  s e ss i o n  wi th  a horn s tu d e n t  t aken  from the  loca l  school  
system.  I have r e c e n t l y  ob ta in e d  pe rm iss ion  from the  East  Baton Rouge 
School Board,  your p r i n c i p a l ,  and your band d i r e c t o r  to  use you as  a 
p a r t i c i p a n t  in t h i s  s tu dy .
The s tudy  c o n s i s t s  o f  th r ee  s e p a r a t e ,  t en  minute  p r i v a t e  " le ss o ns "  
which w i l l  be g iven  dur ing  your  re g u la r  band hour .  These “ le ss on s"  
w i l l  be v id e ot a p ed  f o r  e v a lu a t i o n  a t  a l a t e r  time by the  s t u d e n t s  in
my c l a s s .  My s tu d e n t s  w i l l  be e v a lu a te d  on t h e i r  per formance  as
te a c h e r s .  You a re  not  be ing  graded  or  judged  in any way.
Plea se  r ea d  and s ign  the  e n c lo s ed  form.  I f  you have any q u e s t i o n s ,  I 
w i l l  be more than happy to  answer  them be for e  the  s tu dy .  I t h in k  you
w i l l  f in d  t h i s  an i n t e r e s t i n g  and c h a l l e n g in g  e x p e r ie n ce .
Thank you very  much fo r  your v a lu a b le  a s s i s t a n c e  in t h i s  p r o j e c t .
Your p a r t i c i p a t i o n  i s  e s s e n t i a l  to  i t s  su c c e ss .
Si n c e r e ly  yours ,
Kevin M. Andry
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My s i g n a t u r e ,  on t h i s  s h e e t ,  by which I v o lu n te e r  to  p a r t i c i p a t e  
in the  exper iment  on the  e v a l u a t i o n  o-f Dedaoooica l co mpetenc ies  o-f 
c o l l e g e  s tu d e n t s  who have comple ted  a competency-based  c o l l e g e  horn
methods  course_______________________________________________________________
conducted  by _____________________  , e x p e r im e n te r ,  i n d i c a t e s  t h a t
I u nde rs tan d  t h a t  a l l  s u b j e c t s  in the  p r o j e c t  a re  v o l u n t e e r s ,  t h a t  I 
can withdraw a t  any time -from the  exp er im en t ,  th a t  I have been or  w i l l  
be in-formed as  to  the  n a t u re  o-f the  e x pe r i m en t ,  t h a t  the  d a ta  I 
p rovide  w i l l  be anonymous and my i d e n t i t y  w i l l  not  be r e v e a l e d  w i th o ut  
my p e r m is s i on ,  and t h a t  my per-formance in t h i s  exper iment  may be used 
•for a d d i t io n a l  approved  p r o j e c t s .  F i n a l l y ,  I sh a l l  be given  an 
o p p o r t u n i t y  to  ask q u e s t i o n s  p r i o r  to  the  s t a r t  o-f the  exper iment  and 
a- fter  my p a r t i c i p a t i o n  i s  co mple te .
S u b j e c t ' s  S ign a t ure
P a r e n t ' s  S ig na tu re
P r i n c i p a l ' s  S ig na tu re




Unl ike  t r a d i t i o n a l  t e c h n iq u e s  c o u r s e s ,  which emphas ize course 
comple t ion  a s  a s u f f i c i e n t  c o n d i t io n  f o r  pa ss in g  the  c l a s s ,  t h i s  
method emphasizes dem on s t ra te d  per formance of s p e c i f i c  c o g n i t i v e ,  
psychomotor,  and pedag ogic a l  s k i l l s  as  the  main c r i t e r i a  f o r  p as s in g  
the  c l a s s s .  Th is  competency-based  approach  to tea c h in g  horn 
te c h n iq ue s  i s  in te nd e d  to  deve lop  s p e c i f i c a l l y  d e sc r ib e d  knowledge ,  
s k i l l s ,  and be ha vi or s  t h a t  w i l l  en ab le  a te a ch e r  to  meet per formance 
c r i t e r i a  as  an ins t ru m en ta l  music t e a c h e r .
The f o l lo w in g  s y l l a b u s  g i v e s  su g g e s t e d  d a t e s  f o r  com ple t ing  
s p e c i f i c  c o m p ete nc ie s .  S tu d e n ts  a r e  reminded th a t  a l l  c r i t e r i a  ex ce pt  
the  th re e  m ic r o le s s o n s  mus t be met be fo r e  comple t ion  of the  s ix-week  

























Module I B re a th i n g ,  Embouchure
Pl a y in g  P o s i t i o n ,  F in ge r i n gs  
Horn Maintenance
Take Module I q u i z ,  t each  non b r a s s  s t u d e n t  how to 
o b ta in  buzz
Module I I  S e l e c t i o n  of S t u d e n ts ,  S e l e c t i n g  a Horn 
Tuning  the  Horn
Take Module I I  Quiz
Module I I I  A r t i c u l a t i o n ,  Range and Endurance 
Tra nsp os i  t  i on
Diagnos ing  Per formance  Problems 
Use e v a l u a t i o n  forms  on p re re c o rd e d  v i d eo ta pe  
Take Module I I I  Quiz
Module .IV Mutes and Terminology
H i s t o r i c a l  Background,  Horn L i t e r a t u r e  
S e a t i n g  the  Horn in D i f f e r e n t  Ensembles
Take Module IV Quiz ,  make appoin tment to  take  
p l a y in g  exam 
Catch up day—p re pa r e  fo r  t e a c h in g  m ic r o le s s o n s  
Take F ina l  W r i t t e n  Exam, make appoin tment  fo r  
t e a c h i n g  f i r s t  m i cr o l es son
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1. Mark the  p r e f e r r e d  ■fingerings -for the  - following n o te s  p la yed  on a 
double  horn :  ( i n d i c a t e  B f l a t  f i n g e r i n g  wi th  a T)
2, L i s t  four  major use s  of the  r i g h t  hand in the  b e l l .
3. The p r e f e r r e d  p r o p o r t i o n  of  l i p  p lacement on the horn i s  _______
a) 1 /2  upper  l i p  to  1 /2  lower l i p .  b) 2 /3  upper l i p  to  1 /3  lower 
l i p .  c.i 1 /3 upper l i p  to  2 /3  lower  l i p .
4 .  Which of the  fo l l o w in g  n o t e s  w i l l  r e q u i r e  the  l a r g e s t  l i p  
aper  tu r e ?
5.  Dry l i p s  v i b r a t e  e a s i e r  than  m oi s t  l i p s .  True or Fa lse  ( c i r c l e
6 . Other than  a commercial  s l i d e  g r e a s e ,  which of these  i s
recommended as  a s l i d e  l u b r i c a n t ?   a) household  o i l .  b) gun
g re a s e ,  c)  c o ld  c ream,  d) v a s e l i n e ,  e ) k erosen e .
? .  L i s t  the th r e e  p l a c e s  t h a t  r e q u i r e  l u b r i c a t i o n  on a va lve  and gi
the  type of l u b r i c a n t  recommended f o r  each p la c e .
8 . Give two examples of  b r e a t h i n g  e x e r c i s e s  which w i l l  a id  in 
in c r e a s in g  the  lung c a p a c i t y  of be g in ni ng  s t u d e n t s .
Achieved  80/. c r i t e r i o n  
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1. L is t  the names o-f th r e e  c u r r e n t  U.S.  m a nuf ac tur er s  o f s tu d e n t
model ho rn s ,  and one f o r e i g n  m an uf ac tur er  of s tu de n t  model ho rn s .
2.  L is t  fo ur  f e a t u r e s  t h a t  you would look fo r  in a p r o sp e c t i v e  
be ginning  horn s tu d e n t .
3. In or de r  to  improve en d ur an ce ,  one would s e l e c t  a mouthpiece w i th
a_____  a) sh a l lo we r  cup.  b) t h i c k e r ,  more rounded r im.  c> deeper
cup.  d) t h i n n e r ,  sh a rp e r  r im.  e) none of the above.
4.  What k ind  of mouthpiece  i s  recommended fo r  the  horn?  ____  a) one
wi th  a sh a l low cup .  b) one w i th  a smal l bo re ,  c) a normal medium
s i z e d  mout hpi ec e ,  d) one wi th  a t h i c k e r ,  more rounded r im.  e) a l l  
of the  above .
5. The main tun in g  s l i d e  i s  the  s l i d e  c l o s e s t  to  the mouthp iec e .  True  
or Fa lse  ( c i r c l e  on e) .
6 . The main tun in g  s l i d e  a lways  e f f e c t s  the tu n ing  of both s i d e s  of a 
double ho rn .  True  or F a l s e  ( c i r c l e  one ) .
Achieved  SO'/. c r i t e r i o n _  
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Name ____________________________  Date
1. I n d i c a te  which s y l l a b l e s  a r e  used  in each o-f the th r e e  r e g i s t e r s  
-for each s p e c i t i c  a r t i c u l a t i o n .




2. What s y l l a b l e s  a re  used to teach  double  tonguing to  young 
s t u d e n ts ?
3.  In order  to  inc re a se  the upper range  on the  horn ,  s t u d e n t s  sho uld
  a .  p r a c t i c e  in the  low r e g i s t e r ,  b.  p r a c t i c e  l i p  s l u r s ,  c .
p r a c t i c e  on the  mouthpiece  a l o n e ,  d. a l l  o-f the  above , e .  none 
o-f the  above .
4.  One o-f the s e c r e t s  to improving  endurance  i s  to  ___  a .  p r a c t i c e  on
the  mouthpiece a lo ne ,  b .  r e l i e v e  mouthpiece  p r e s s u r e ,  c .  p r a c t i c e  
in the  ext reme upper- r e g i s t e r ,  d .  a l l  o-f the above , e .  none o-f 
the  above .
5. Give the  t r a n s p o s i t i o n s  -for thes e  common t r a n s p o s i t i o n s  -for horn  
■found in band and o r c h e s t r a  l i t e r a t u r e ;




Achieved  BOX c r i t e r i o n _  
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1. In a t y p i c a l  band or  o r c h e s t r a l  s c o r e ,  which horn p l a y e r s  a re  
c on s i d e r e d  the  h igh horn  p l a y e r s ?  _____
2.  Number the  -fol lowing  a s p e c t s  of  the  ev ol u t io n  of the  horn in t 
p roper  se que nce .
 In ve n t io n  of  c roo ks
 hand horn te ch ni qu e
 n a tu r a l  horn
 va lv ed  horn
 double  horn
3. Give the fo ur  s t e p s  one shou ld  fo l l ow  to  p lay  s topped  horn .
4 .  G es to pf t  means ____  a .  B e l l s  up b.  muted c .  s topped  d .  open
e .  b r ass y
5. When s e a t i n g  the  horn s e c t i o n  in a band or o r c h e s t r a ,  i t  i s  
impor tan t  to  p o s i t i o n  the  f i r s t  horn p la y e r  to the  r i g h t  o f  the  
horn s e c t i o n  ( t he  c o n d u c t o r s  l e f t ) .  True  or  Fa lse  ( c i r c l e  one)
6 . Out l in e  a s e a t i n g  d iagram f o r !  1) a woodwind q u i n t e t  and 2) a 
b r a s s  q u i n t e t .
Achieved 80)( c r i t e r i o n _  
Recycle Module No. 4 __
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NAME DATE
I .  T r a n s l a t e  thes e  te rms  in t o  Enol i sh .
Bouche-'
Con Sord ino
G es topf t
Senza Sord ino
I I .  Shor t  d i s c u s s i o n .
S. Expla in  how to  p la y  s t o p pe d  horn.
2. L is t  the  th r e e  p l a c e s  t h a t  r e q u i r e  l u b r i c a t i o n  on a va lve  
and g ive  the  type  o-f l u b r i c a n t  recommended -for each p l a c e .
3.  L is t  the  names o-f t h r e e  c u r r e n t  U.S.  m a nu f a c tu r e r s  o-f 
s t u d e n t  model ho rn s  and one - foreign m a n uf ac tur er  of 
s t u d e n t  model h o r ns .
4. Ex pla in  to  a s t u d e n t  how to  t ra n s p os e  a horn p a r t  
w r i t t e n  in E - f l a t .
5.  How would you tune  the  ho rn ,  w i th ou t  a d j u s t i n g  your 
embouchure or  s l i d e s ?
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6 . I n d i c a t e  which s y l l a b l e s  a r e  used  in each of the  th r e e  
r e g i s t e r s  -for- each s p e c i f i c  a r t i c u l a t i o n .
s t a c c a t o  le g a t o
low r e g i s t e r  
middle  r e g i s t e r  
high  r e g i s t e r
7. Number the  - fol lowing  a s p e c t s  of the ev o l u t i o n  of  the 
horn in the  prop er  se quence .
 inv e nt io n  of c roo ks
 hand horn tech niqu e
 n a tu r a l  horn
 va lv ed  horn
 double  horn
8 , L i s t  t h r e e  major  us e s  f o r  the  r i g h t  hand in the  b e l l .
9.  The p r e f e r r e d  p r o p o r t i o n  of l i p  p lacement on the  horn i s
  1 /2  upper  l i p  to  1 /2  lower l i p .  b) 2 /3  upper  l i p  to  1 /3
lower  l i p .  c> 1/3 upper  l i p  to  2 /3  lower l i p .
10. L is t  f ou r  f e a t u r e s  t h a t  you would look fo r  in a p ro s p e c t i v e  
begi nn ing  horn s t u d e n t .
11. In a t y p ic a l  band or o r c h e s t r a l  s c o re ,  which horn p l a y e r s  
a r e  c o n s i d e r e d  the  h igh horn  p l a y e r s ?  ___________
I I I .  Discus s  the  f u n c t i o n  and fo rm at i on  of the  embouchure
(mouthpiece p la ce me nt ,  l i p  a p e r t u r e ,  wet vs .  d ry  l i p s ) .
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